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In the second half of the 19
th century, Alexandra Princess of Wales and 
later Queen Consort to her husband Edward VII became one of the most 
recognizable women of the period.  Her image was circulated around the 
globe by the million and her every movement recorded daily in The Times.  
Despite her contemporary celebrity, she has become a lesser-known figure 
in modern history.  With little in the way of political influence, Alexandra 
recognized that her appearance in public was powerful.  She used clothes 
throughout her life to both display and disguise herself.  Despite the 
centrality of dress in her life, no other study has ever examined her 
remaining items of clothing until now. 
 
  This thesis considers in detail those garments that have survived from 
Queen Alexandra’s wardrobe, most of which, owing to their geographic 
spread, have never been studied before.  This object-led approach allows 
an analysis of a life, which has been considered before in more traditional 
biographies.  However, the close examination of the garments and of 
Alexandra’s approach to her clothing reveals aspects never before 
considered.  It has also prompted the consideration of previously under-
researched areas such as royal laundry, the role of the dresser and the 
logistics of 19
th century royal travel. 
 
As a multi-disciplinary project it has shed new light onto Alexandra’s life 
and dispelled certain apocryphal stories which only the material culture 
itself could reveal.   
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Introduction 
For over half a century, Alexandra Princess of Wales and Queen Consort (1844-
1925), reigned as one of the most stylish women in Britain.
1  From her twenties 
to her matriarchal and still youthful sixties, Alexandra’s legacy has been defined 
through dress (Fig. i).  She was not, according to contemporary accounts, a 
brilliant woman, but she was a canny one and she had an innate sense of the 
fitness of her appearance for any given occasion.
2  In a new world of an 
increasingly powerful and influential media, Alexandra recognised that how she 
presented herself to the world mattered. 
 
Now, almost 150 years later, this project offers the opportunity to study in depth 
and detail, some of those garments, which helped to make Alexandra one of the 
most popular public figures of her day.  There have survived, in museums across 
the world, a variety of gowns, shoes, shawls, fans, coats, stockings, gloves, 
petticoats and nightgowns that once formed part of a vast working wardrobe that 
required its own department within the royal household and half a dozen full time 
staff just to ensure it ran smoothly.
3  The survival of these objects, disparate and 
random though it is, allow an attempt at an analysis of a life through dress, for 
clothes ‘can reflect in fabric and stitches, the factual and emotional story of their 
life’.
4 This then forms the premise for the research which follows, the story which 
objects, in this case clothes, can tell of a life; the contextualisation of a period of 
history through its surviving material culture.  As Ann Smart Martin, long time 
champion of material culture studies, states: ‘Material objects matter because 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	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 ﾠ	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 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	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 ﾠ	 ﾠ	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 ﾠ	 ﾠ
1	 ﾠShe	 ﾠwas	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠso	 ﾠalongside	 ﾠothers	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠactress	 ﾠLily	 ﾠLangtree	 ﾠ(1853-ﾭ‐1929),	 ﾠ
Georgina	 ﾠCountess	 ﾠof	 ﾠDudley	 ﾠ(1846-ﾭ‐1929),	 ﾠthe	 ﾠMarchioness	 ﾠof	 ﾠRipon,	 ﾠLady	 ﾠde	 ﾠGrey	 ﾠ(1859-ﾭ‐1917),	 ﾠthe	 ﾠ
Countess	 ﾠof	 ﾠWarwick	 ﾠ(1861-ﾭ‐1938)	 ﾠand	 ﾠCatherine	 ﾠ‘Skittles’	 ﾠWalters	 ﾠ(1839-ﾭ‐1920).	 ﾠ	 ﾠWhat	 ﾠis	 ﾠnotable	 ﾠ
amongst	 ﾠthis	 ﾠlist	 ﾠis	 ﾠthat	 ﾠthe	 ﾠwomen	 ﾠnoted	 ﾠinclude	 ﾠnot	 ﾠonly	 ﾠaristocrats	 ﾠbut	 ﾠalso	 ﾠactresses	 ﾠand	 ﾠ
courtesans.	 ﾠBirth	 ﾠwas	 ﾠno	 ﾠlonger	 ﾠthe	 ﾠonly	 ﾠroute	 ﾠto	 ﾠcelebrity	 ﾠby	 ﾠthe	 ﾠmid	 ﾠto	 ﾠlate	 ﾠ19th	 ﾠcentury.	 ﾠ
2	 ﾠOn	 ﾠJune	 ﾠ24	 ﾠ1863	 ﾠQueen	 ﾠVictoria	 ﾠwrote	 ﾠin	 ﾠa	 ﾠletter	 ﾠto	 ﾠher	 ﾠdaughter	 ﾠthe	 ﾠCrown	 ﾠPrincess	 ﾠof	 ﾠGermany:	 ﾠ
‘Alix	 ﾠmust	 ﾠtry	 ﾠand	 ﾠget	 ﾠBertie	 ﾠto	 ﾠoccupy	 ﾠhimself;	 ﾠunfortunately	 ﾠshe	 ﾠnever	 ﾠdoes	 ﾠanything	 ﾠbut	 ﾠwrite!	 ﾠShe	 ﾠ
never	 ﾠreads.’	 ﾠQuoted	 ﾠin	 ﾠFulford	 ﾠR	 ﾠ(Ed),	 ﾠDearest	 ﾠMama	 ﾠ–	 ﾠLetters	 ﾠbetween	 ﾠQueen	 ﾠVictoria	 ﾠand	 ﾠthe	 ﾠCrown	 ﾠ
Princess	 ﾠof	 ﾠPrussia	 ﾠ1861-ﾭ‐1864,	 ﾠEvans	 ﾠBrothers	 ﾠLtd,	 ﾠLondon,	 ﾠ1968,	 ﾠp.236.	 ﾠ
3	 ﾠSee	 ﾠAppendix	 ﾠ2	 ﾠfor	 ﾠa	 ﾠcomplete	 ﾠcatalogue	 ﾠof	 ﾠthe	 ﾠgarments	 ﾠand	 ﾠtheir	 ﾠlocation	 ﾠ
4	 ﾠTaylor	 ﾠL,	 ﾠde	 ﾠla	 ﾠHaye	 ﾠA	 ﾠ&	 ﾠThompson	 ﾠE,	 ﾠA	 ﾠFamily	 ﾠof	 ﾠFashion,	 ﾠThe	 ﾠMessels:	 ﾠSix	 ﾠGenerations	 ﾠof	 ﾠDress,	 ﾠ
Philip	 ﾠWilson	 ﾠPublishers,	 ﾠ2005,	 ﾠp.14	 ﾠ	 ﾠ
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they are complex symbolic bundles of social, cultural and individual meanings 
fused into something we can touch, see and own.’
5 
 
Why Alexandra? 
From the moment she alighted from the Royal Yacht at Gravesend to enter 
Britain and marriage to the heir to the throne, Princess Alexandra of Demark 
captured the hearts of a British public starved of Royal youth and glamour.
6  Born 
December 1 1844 in Copenhagen, the Princess and her siblings enjoyed a 
relatively quiet life as minor European royals.  By the time she had reached her 
seventeenth birthday, however, life was to change radically for the hitherto 
unknown princess.  Not only had her father been elevated to the succession of 
the Danish crown, a position he had not expected
7 but her name was one of 
those being mooted across Europe as a possible bride for Albert Edward, Prince 
of Wales (1841-1910).
8 
 
Alexandra married Edward on March 10 1863 in St George’s Chapel Windsor, 
sealing her fate as one of the most prominent members of the British monarchy.  
Perhaps because her youth and beauty were in such stark contrast to the 
reclusive Queen Victoria (1819-1901), Alexandra very quickly became an 
immensely popular public figure.
9  Fifty years later the widowed Queen 
Alexandra was still a public favourite as witnessed by the crowds that lined the 
streets of London every year for her annual Alexandra Rose Day, which, 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
5	 ﾠSmart	 ﾠMartin	 ﾠA,	 ﾠ‘Makers,	 ﾠBuyers	 ﾠand	 ﾠUsers,	 ﾠConsumerism	 ﾠas	 ﾠa	 ﾠMaterial	 ﾠCulture	 ﾠFramework’	 ﾠin	 ﾠ
Winterthur	 ﾠPortfolio,	 ﾠVol	 ﾠ8,	 ﾠNo	 ﾠ2/4,	 ﾠsummer/autumn,	 ﾠ1993	 ﾠp.141	 ﾠ
6	 ﾠSee	 ﾠAppendix	 ﾠ1	 ﾠfor	 ﾠthe	 ﾠkey	 ﾠevents	 ﾠand	 ﾠdates	 ﾠin	 ﾠAlexandra’s	 ﾠlife.	 ﾠ
7	 ﾠWhen	 ﾠKing	 ﾠLouis-ﾭ‐Philippe	 ﾠof	 ﾠDenmark	 ﾠfailed	 ﾠto	 ﾠproduce	 ﾠan	 ﾠheir,	 ﾠa	 ﾠsuccessor	 ﾠhad	 ﾠto	 ﾠbe	 ﾠfound.	 ﾠ	 ﾠHis	 ﾠ
closest	 ﾠrelative	 ﾠhad	 ﾠtaken	 ﾠthe	 ﾠGerman	 ﾠside	 ﾠagainst	 ﾠDenmark	 ﾠin	 ﾠthe	 ﾠwar	 ﾠwith	 ﾠHolstein	 ﾠin	 ﾠ1848,	 ﾠso	 ﾠ
Alexandra’s	 ﾠfather,	 ﾠstaunch	 ﾠsupporter	 ﾠof	 ﾠhis	 ﾠhomeland,	 ﾠwas	 ﾠdesignated	 ﾠheir	 ﾠto	 ﾠthe	 ﾠthrone.	 ﾠ
8	 ﾠSee	 ﾠAppendix	 ﾠ1	 ﾠfor	 ﾠa	 ﾠlist	 ﾠof	 ﾠkey	 ﾠbiographical	 ﾠdates	 ﾠfor	 ﾠAlexandra	 ﾠwhich	 ﾠnot	 ﾠonly	 ﾠoutline	 ﾠthe	 ﾠ
important	 ﾠevents	 ﾠof	 ﾠher	 ﾠlife	 ﾠbut	 ﾠalso	 ﾠplace	 ﾠher	 ﾠinto	 ﾠa	 ﾠwider	 ﾠsocietal	 ﾠcontext.	 ﾠ
9	 ﾠWhen	 ﾠshe	 ﾠwas	 ﾠtaken	 ﾠseriously	 ﾠill	 ﾠin	 ﾠ1868	 ﾠfollowing	 ﾠthe	 ﾠbirth	 ﾠof	 ﾠher	 ﾠdaughter	 ﾠpublic	 ﾠanxiety	 ﾠfor	 ﾠtheir	 ﾠ
Princess	 ﾠof	 ﾠWales	 ﾠgrew	 ﾠdaily:	 ﾠ‘The	 ﾠarrival	 ﾠof	 ﾠthe	 ﾠparents	 ﾠand	 ﾠthe	 ﾠguarded	 ﾠbulletins	 ﾠled	 ﾠpeople	 ﾠto	 ﾠ
believe	 ﾠthat	 ﾠthe	 ﾠsituation	 ﾠwas	 ﾠmore	 ﾠserious	 ﾠthan	 ﾠthey	 ﾠwere	 ﾠbeing	 ﾠtold.	 ﾠ	 ﾠDay	 ﾠlong,	 ﾠcrowds	 ﾠwaited	 ﾠ
outside	 ﾠMarlborough	 ﾠHouse…the	 ﾠPrince	 ﾠsent	 ﾠan	 ﾠequerry	 ﾠout	 ﾠinto	 ﾠthe	 ﾠstreet	 ﾠto	 ﾠassure	 ﾠthe	 ﾠwaiting	 ﾠ
crowd	 ﾠthat	 ﾠthere	 ﾠwere	 ﾠno	 ﾠgrounds	 ﾠfor	 ﾠanxiety.’	 ﾠDuff	 ﾠD,	 ﾠAlexandra	 ﾠPrincess	 ﾠand	 ﾠQueen,	 ﾠWilliam	 ﾠCollins	 ﾠ
Sons	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1980,	 ﾠpp.81-ﾭ‐2	 ﾠ	 ﾠ
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although a trial for the ageing Queen, was still, a testament to the enduring 
regard felt for her in the public consciousness.
10 
 
However, less than 100 years after her death, she has become a little known 
consort – a footnote in the history of Edward VII’s own colourful life.  Whilst 
scholars might acknowledge the important role played by Alexandra during her 
years of influence, the public perception of her is slight.
11  A typical reaction to my 
research on Queen Alexandra seems to be an awareness that she was 
Scandinavian, thin and married to a philandering husband.
12  In spite of the many 
civic reminders of her popularity in the 19
th century – and there are many Queen 
Alexandra hospitals, Alexandra Roads and Alexandra Houses around the UK – 
her place in the collective memory has faded.  This being the case why should a 
project considering the clothes of a dead British Queen Consort merit attention?  
Why Alexandra?  Working as an assistant within a large costume collection in the 
late 1990s, the donation of a number of gowns made by the couturier John 
Redfern in the early 20
th century set me on the path towards this project.
13   
Discovering that one of Redfern’s most celebrated customers had been Queen 
Alexandra, I began to try to find surviving Redfern garments associated with her.  
Whilst these did not in fact exist any longer I found that many other garments did.  
It soon became apparent, however, that there was a disparity between the 
objects I was discovering in museums and the traditional published biographies. 
Given that her popular public image-making was so bound up with her 
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10	 ﾠAlexandra	 ﾠRose	 ﾠDay	 ﾠstarted	 ﾠin	 ﾠ1912	 ﾠto	 ﾠcelebrate	 ﾠthe	 ﾠanniversary	 ﾠof	 ﾠAlexandra’s	 ﾠengagement	 ﾠto	 ﾠ
Edward	 ﾠand	 ﾠfirst	 ﾠvisit	 ﾠto	 ﾠthe	 ﾠUK.	 ﾠ	 ﾠShe	 ﾠrequested	 ﾠthe	 ﾠsale	 ﾠof	 ﾠroses	 ﾠto	 ﾠmark	 ﾠthe	 ﾠday,	 ﾠsold	 ﾠto	 ﾠraise	 ﾠmoney	 ﾠ
for	 ﾠher	 ﾠcharities.	 ﾠ	 ﾠShe	 ﾠtook	 ﾠpart	 ﾠin	 ﾠthe	 ﾠannual	 ﾠparade	 ﾠaround	 ﾠLondon	 ﾠin	 ﾠan	 ﾠopen	 ﾠcarriage.	 ﾠ	 ﾠBritish	 ﾠ
Pathé	 ﾠhas	 ﾠa	 ﾠnumber	 ﾠof	 ﾠreels	 ﾠof	 ﾠfilm	 ﾠthat	 ﾠfeature	 ﾠAlexandra	 ﾠduring	 ﾠthe	 ﾠRose	 ﾠDay	 ﾠparade	 ﾠand	 ﾠthe	 ﾠ
crowds	 ﾠthat	 ﾠgathered.	 ﾠ	 ﾠFor	 ﾠexample	 ﾠsee	 ﾠhttp://www.britishpathe.com/video/alexandra-ﾭ‐rose-ﾭ‐
day/query/Alexandra+Rose+Day	 ﾠ1914-ﾭ‐1918,	 ﾠFilm	 ﾠID:	 ﾠ1940.25,	 ﾠaccessed	 ﾠon	 ﾠ30.4.13.	 ﾠ
11	 ﾠJane	 ﾠRidley’s	 ﾠrecently	 ﾠpublished	 ﾠbiography	 ﾠof	 ﾠEdward	 ﾠdoes	 ﾠindeed	 ﾠrecognize	 ﾠAlexandra’s	 ﾠ
contribution	 ﾠto	 ﾠthe	 ﾠmonarchy	 ﾠgiven	 ﾠthat	 ﾠher	 ﾠpopularity	 ﾠoften	 ﾠeclipsed	 ﾠthat	 ﾠof	 ﾠboth	 ﾠher	 ﾠhusband	 ﾠand	 ﾠ
mother	 ﾠin	 ﾠlaw.	 ﾠ	 ﾠSee	 ﾠRidley	 ﾠJ,	 ﾠBertie,	 ﾠA	 ﾠLife	 ﾠof	 ﾠEdward	 ﾠVII,	 ﾠChatto	 ﾠ&	 ﾠWindus,	 ﾠLondon,	 ﾠ2012.	 ﾠ	 ﾠThe	 ﾠretired	 ﾠ
curator	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection	 ﾠFrances	 ﾠDimond	 ﾠis	 ﾠworking	 ﾠon	 ﾠa	 ﾠnew	 ﾠbiography	 ﾠof	 ﾠ
Queen	 ﾠAlexandra	 ﾠ–	 ﾠthe	 ﾠfirst	 ﾠfor	 ﾠover	 ﾠ20	 ﾠyears.	 ﾠ
12	 ﾠI	 ﾠhave	 ﾠfound	 ﾠover	 ﾠthe	 ﾠyears	 ﾠthat	 ﾠthese	 ﾠare	 ﾠthe	 ﾠthree	 ﾠmain	 ﾠattributes	 ﾠto	 ﾠhave	 ﾠattached	 ﾠthemselves	 ﾠto	 ﾠ
her	 ﾠname	 ﾠwhen	 ﾠI	 ﾠhave	 ﾠdescribed	 ﾠthe	 ﾠsubject	 ﾠof	 ﾠmy	 ﾠproject	 ﾠbut	 ﾠlittle	 ﾠmore	 ﾠhas	 ﾠentered	 ﾠthe	 ﾠpublic	 ﾠ
recognition	 ﾠof	 ﾠher	 ﾠin	 ﾠa	 ﾠmodern	 ﾠcontext.	 ﾠ
13	 ﾠSee	 ﾠChapter	 ﾠ3	 ﾠfor	 ﾠdetails	 ﾠof	 ﾠJohn	 ﾠRedfern	 ﾠand	 ﾠhis	 ﾠbusiness.	 ﾠ	 ﾠ
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appearance, those objects to have survived that were the embodiment of that 
public persona were stored in museums undisturbed and un-researched.  Here 
was the clothing of a major public figure scattered around the world, their stories 
untold.
14 
 
It can be argued that a detailed study of the clothing of the 19
th century super-
elite is deeply unfashionable territory for an historian to embark upon, what Fine 
& Leopold called the description of ‘every flounce, pleat, button or bow’.
15 What 
this study reveals is so much more than that.  Not only does it attempt to bridge 
the gap between the written history, the subject and the object but it 
encompasses many classes of experience.  This study would therefore not be 
complete without those men and women whose working lives brought them into 
the sphere of Alexandra’s royal wardrobe.
16 
 
Research Questions 
There are three key research questions which this project aims to answer: First, 
what can surviving material culture, in this case more specifically dress and 
textiles, add to a ‘known’ biographical subject?  The definition of ‘material culture’ 
as used in the context of this project must be established from the outset.  This is 
not necessarily a straightforward definition.  In a paper considering approaches 
to object-led histories, Riello writes: ‘The fact that fashion is at the same time an 
(immaterial) idea and an (material) object makes all discussions partial and 
therefore limited to one aspect or the other.’
17  Material culture might best be 
defined for the purpose here as the relationship between people and things.  
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14	 ﾠSee	 ﾠAppendix	 ﾠ2	 ﾠfor	 ﾠthe	 ﾠcatalogue	 ﾠI	 ﾠhave	 ﾠcompiled	 ﾠof	 ﾠall	 ﾠthe	 ﾠsurviving	 ﾠobjects	 ﾠof	 ﾠtextiles	 ﾠand	 ﾠdress	 ﾠI	 ﾠ
have	 ﾠfound	 ﾠto	 ﾠbe	 ﾠassociated	 ﾠwith	 ﾠAlexandra	 ﾠto	 ﾠdate.	 ﾠ	 ﾠThis	 ﾠis	 ﾠstill	 ﾠa	 ﾠworking	 ﾠdocument	 ﾠin	 ﾠmany	 ﾠways	 ﾠas	 ﾠ
more	 ﾠobjects	 ﾠmay	 ﾠyet	 ﾠcome	 ﾠto	 ﾠlight.	 ﾠ
15	 ﾠFine	 ﾠB	 ﾠ&	 ﾠLeopold	 ﾠE,	 ﾠThe	 ﾠWorld	 ﾠof	 ﾠConsumption,	 ﾠRoutledge,	 ﾠLondon,	 ﾠ1993,	 ﾠp.94	 ﾠ
16	 ﾠIt	 ﾠis	 ﾠalso	 ﾠnotable	 ﾠthat	 ﾠthere	 ﾠhave	 ﾠbeen	 ﾠsome	 ﾠsignificant	 ﾠand	 ﾠwell	 ﾠattended	 ﾠexhibitions	 ﾠthat	 ﾠsuggest	 ﾠ
great	 ﾠinterest	 ﾠin	 ﾠthe	 ﾠmaterial	 ﾠculture	 ﾠof	 ﾠthe	 ﾠfashionable	 ﾠelite.	 ﾠ	 ﾠAt	 ﾠthe	 ﾠtime	 ﾠof	 ﾠthis	 ﾠthesis’	 ﾠsubmission	 ﾠ
two	 ﾠexamples	 ﾠinclude	 ﾠ‘In	 ﾠFine	 ﾠStyle:	 ﾠThe	 ﾠArt	 ﾠof	 ﾠTudor	 ﾠand	 ﾠStuart	 ﾠFashion’,	 ﾠMay	 ﾠ10	 ﾠ2013	 ﾠ–	 ﾠOctober	 ﾠ6	 ﾠ
2013	 ﾠin	 ﾠThe	 ﾠQueen’s	 ﾠGallery,	 ﾠBuckingham	 ﾠPalace	 ﾠwhich	 ﾠincludes	 ﾠexamples	 ﾠof	 ﾠgarments	 ﾠand	 ﾠjewellery	 ﾠ
alongside	 ﾠthe	 ﾠpaintings	 ﾠand	 ﾠ‘The	 ﾠQueen’s	 ﾠCoronation	 ﾠ1953’,	 ﾠJuly	 ﾠ27	 ﾠ2013	 ﾠ–	 ﾠSeptember	 ﾠ29	 ﾠ2013	 ﾠat	 ﾠ
Buckingham	 ﾠPalace,	 ﾠan	 ﾠexhibit	 ﾠwhich	 ﾠincludes	 ﾠthe	 ﾠgarments	 ﾠand	 ﾠregalia	 ﾠof	 ﾠthe	 ﾠCoronation.	 ﾠ
17	 ﾠRiello	 ﾠG,	 ﾠ‘The	 ﾠobject	 ﾠof	 ﾠfashion:	 ﾠmethodological	 ﾠapproaches	 ﾠto	 ﾠthe	 ﾠhistory	 ﾠof	 ﾠfashion’	 ﾠin	 ﾠThe	 ﾠJournal	 ﾠ
of	 ﾠAesthetics	 ﾠand	 ﾠCulture,	 ﾠVol.	 ﾠ3,	 ﾠ2011,	 ﾠp.1	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 5	 ﾠ
More specifically it is the relationship between a single person and her own 
things, in a sense trying to elicit information about the subject from the object 
itself.  The American folk historian Henry Glassie articulated the value of this in 
his volume Material Culture: ‘studies focused on words, whether written or 
spoken, omit whole spheres of experience that are cumbersomely framed in 
language but gracefully shaped into artifacts’
18 This is the study of a single 
person whose biography has already been disseminated over the years in a 
number of published volumes.  Yet none of her biographers ever used these 
objects that were so closely associated with her life to attempt a more complete 
picture.
19 
It is then the biography of a person but simultaneously a biography of the objects 
– stories that converge in parts but which also maintain a duality since the 
objects in question have survived when the subject does not.
20 The second 
research question then is: through an analysis of her clothing how did Queen 
Alexandra manage her appearance? The complex network of supply and 
maintenance and the everyday realities of Alexandra’s life of travel, public 
engagements and media coverage required careful management with a strategic 
approach to her dressing.  Alexandra arguably took a tactical approach to the 
management of her dress – one which took in notions of diplomacy, of majesty, 
of practicality but also considered the need to disguise as well as display.
21  
Contemporary reports and published memoirs frequently comment on the 
appropriateness of her dress whatever the occasion.  Appropriate and elegant 
dress does not necessarily mean that she was at the cutting edge of new trends 
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18	 ﾠGlassie	 ﾠH,	 ﾠMaterial	 ﾠCulture,	 ﾠIndiana	 ﾠUniversity	 ﾠPress,	 ﾠIndiana,	 ﾠ1999,	 ﾠp.44	 ﾠ
19	 ﾠPaula	 ﾠByrne’s	 ﾠnew	 ﾠbiography	 ﾠis	 ﾠan	 ﾠinteresting	 ﾠcase	 ﾠin	 ﾠpoint	 ﾠhere.	 ﾠ	 ﾠShe	 ﾠhas	 ﾠtaken	 ﾠJane	 ﾠAusten	 ﾠas	 ﾠher	 ﾠ
subject	 ﾠ–	 ﾠa	 ﾠperson	 ﾠwho	 ﾠhas	 ﾠbeen	 ﾠthe	 ﾠsubject	 ﾠof	 ﾠa	 ﾠgreat	 ﾠmany	 ﾠbiographies	 ﾠover	 ﾠthe	 ﾠyears	 ﾠbut	 ﾠshe	 ﾠhas	 ﾠ
chosen	 ﾠto	 ﾠapproach	 ﾠher	 ﾠlife	 ﾠfrom	 ﾠthe	 ﾠperspective	 ﾠof	 ﾠthe	 ﾠobjects	 ﾠassociated	 ﾠwith	 ﾠher	 ﾠ–	 ﾠa	 ﾠ‘life	 ﾠin	 ﾠsmall	 ﾠ
things’.	 ﾠ	 ﾠSee	 ﾠByrne	 ﾠP,	 ﾠThe	 ﾠReal	 ﾠJane	 ﾠAusten	 ﾠ–	 ﾠA	 ﾠLife	 ﾠin	 ﾠSmall	 ﾠThings,	 ﾠHarper	 ﾠPress,	 ﾠLondon,	 ﾠ2013.	 ﾠ
20	 ﾠThe	 ﾠchosen	 ﾠtime	 ﾠspan	 ﾠis	 ﾠdetermined	 ﾠin	 ﾠpart	 ﾠby	 ﾠthe	 ﾠobvious	 ﾠlength	 ﾠof	 ﾠQueen	 ﾠAlexandra’s	 ﾠown	 ﾠlife	 ﾠ
and	 ﾠas	 ﾠsuch	 ﾠis	 ﾠvery	 ﾠspecific	 ﾠbut	 ﾠalso	 ﾠby	 ﾠthe	 ﾠsocial	 ﾠbiographies	 ﾠof	 ﾠsome	 ﾠof	 ﾠthe	 ﾠobjects.	 ﾠ	 ﾠFor	 ﾠexample,	 ﾠ
Chapter	 ﾠ6	 ﾠfollows	 ﾠobjects	 ﾠfrom	 ﾠAlexandra’s	 ﾠwardrobe	 ﾠfollowing	 ﾠtheir	 ﾠdispersal	 ﾠthrough	 ﾠa	 ﾠnumber	 ﾠof	 ﾠ
routes	 ﾠin	 ﾠthe	 ﾠmid-ﾭ‐20th	 ﾠcentury.	 ﾠ
21	 ﾠFor	 ﾠexample	 ﾠsee	 ﾠChapter	 ﾠ4,	 ﾠwhich	 ﾠconsiders	 ﾠa	 ﾠkind	 ﾠof	 ﾠpublic	 ﾠdisguise	 ﾠwhen	 ﾠwearing	 ﾠevening	 ﾠdress.	 ﾠ	 ﾠ
See	 ﾠalso	 ﾠmy	 ﾠpaper	 ﾠentitled	 ﾠ‘Fashioning	 ﾠAlexandra	 ﾠ–	 ﾠA	 ﾠRoyal	 ﾠApproach	 ﾠto	 ﾠStyle	 ﾠ1863-ﾭ‐1910’	 ﾠin	 ﾠCostume,	 ﾠ
Vol.47,	 ﾠNo.2,	 ﾠpp.179-ﾭ‐196	 ﾠwhich	 ﾠexamines	 ﾠin	 ﾠsome	 ﾠdetail	 ﾠsome	 ﾠof	 ﾠthe	 ﾠstrategic	 ﾠdecisions	 ﾠin	 ﾠdress	 ﾠthat	 ﾠ
Alexandra	 ﾠmade.	 ﾠ	 ﾠ
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however.  Whether she was allowed to be truly fashionable or whether she 
maintained a safe modishness forms part of the analysis of her managed 
appearance. 
Finally a question that runs throughout and forms the final research question 
based upon the evidence is: how did Alexandra construct a public persona? This 
considers notions of agency in dress and of how much choice Alexandra felt she 
had when deciding what to wear based on a number of factors.  It also demands 
a consideration of whether there is any such thing as autobiography in dress – 
can clothes really reveal a personality or, in the case of a public figure such as 
Alexandra, do they deliberately disguise? 
There is no dearth of published biography about Alexandra.  Not only were there 
several accounts written in her lifetime, but others soon after her death and more 
sprinkled over the course of the twentieth century.
22  Whilst her appearance and 
often certain occasions of her dress are noted in each one, there has never been 
a detailed analysis of how she dressed, why she dressed as she did and the 
wider impact of her choice of dress.
23  The chance to assess the material objects 
alongside the rich textual record allows these research questions to be 
interrogated robustly. 
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22	 ﾠDuring	 ﾠher	 ﾠlifetime	 ﾠthese	 ﾠincluded	 ﾠSpencer	 ﾠWarren	 ﾠM,	 ﾠThe	 ﾠPrincess	 ﾠof	 ﾠWales	 ﾠ–	 ﾠA	 ﾠBiographical	 ﾠ
Sketch,	 ﾠGeorge	 ﾠNewnes	 ﾠLtd,	 ﾠLondon,	 ﾠ1895;	 ﾠTooley	 ﾠS,	 ﾠThe	 ﾠLife	 ﾠof	 ﾠQueen	 ﾠAlexandra,	 ﾠHodder	 ﾠ&	 ﾠ
Stoughton,	 ﾠLondon,	 ﾠ1902;	 ﾠWilliamson	 ﾠD,	 ﾠQueen	 ﾠAlexandra	 ﾠ–	 ﾠA	 ﾠBiography,	 ﾠOliphants	 ﾠLtd,	 ﾠLondon	 ﾠ&	 ﾠ
Edinburgh,	 ﾠ1919;	 ﾠTrowbridge	 ﾠW.R.H,	 ﾠQueen	 ﾠAlexandra	 ﾠ–	 ﾠA	 ﾠStudy	 ﾠof	 ﾠRoyalty,	 ﾠD.	 ﾠAppleton	 ﾠ&	 ﾠCo,	 ﾠNew	 ﾠ
York,	 ﾠ1921.	 ﾠ	 ﾠThose	 ﾠpublished	 ﾠafter	 ﾠher	 ﾠdeath	 ﾠinclude	 ﾠTisdall	 ﾠE.E.P,	 ﾠAlexandra	 ﾠ–	 ﾠUnpredictable	 ﾠQueen,	 ﾠ
Stanley	 ﾠPaul	 ﾠ&	 ﾠCo	 ﾠLtd,	 ﾠLondon,	 ﾠ1953;	 ﾠBattiscombe	 ﾠG,	 ﾠQueen	 ﾠAlexandra,	 ﾠSphere	 ﾠBooks	 ﾠEdition,	 ﾠLondon,	 ﾠ
1972;	 ﾠFisher	 ﾠG&H,	 ﾠBertie	 ﾠ&	 ﾠAlix	 ﾠ–	 ﾠAnatomy	 ﾠof	 ﾠa	 ﾠRoyal	 ﾠMarriage,	 ﾠRobert	 ﾠHale	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1972;	 ﾠDuff	 ﾠ
D,	 ﾠAlexandra	 ﾠPrincess	 ﾠ&	 ﾠQueen,	 ﾠCollins,	 ﾠLondon,	 ﾠ1980;	 ﾠHough	 ﾠR,	 ﾠEdward	 ﾠ&	 ﾠAlexandra	 ﾠTheir	 ﾠPrivate	 ﾠ&	 ﾠ
Public	 ﾠLives,	 ﾠHodder	 ﾠ&	 ﾠStoughton,	 ﾠLondon,	 ﾠ1992;	 ﾠa	 ﾠvolume	 ﾠwith	 ﾠlots	 ﾠof	 ﾠbiographical	 ﾠmaterial	 ﾠalthough	 ﾠ
not	 ﾠstrictly	 ﾠa	 ﾠbiography	 ﾠis	 ﾠDimond	 ﾠF,	 ﾠDeveloping	 ﾠthe	 ﾠPicture:	 ﾠQueen	 ﾠAlexandra	 ﾠand	 ﾠthe	 ﾠArt	 ﾠof	 ﾠ
Photography,	 ﾠRoyal	 ﾠCollection	 ﾠPublications,	 ﾠLondon,	 ﾠ2004.	 ﾠ	 ﾠOxford	 ﾠDictionary	 ﾠof	 ﾠNational	 ﾠBiography	 ﾠ
entry,	 ﾠAlexandra	 ﾠ(1844-ﾭ‐1925),	 ﾠdoi:	 ﾠ10.1093,	 ﾠreference	 ﾠODNB/30375	 ﾠby	 ﾠA.	 ﾠW.	 ﾠPurdue.	 ﾠFinally	 ﾠthere	 ﾠis	 ﾠ
the	 ﾠDanish	 ﾠbiography	 ﾠKlausen	 ﾠI,	 ﾠAlexandra	 ﾠaf	 ﾠWales	 ﾠPrincesse	 ﾠfra	 ﾠDanmark,	 ﾠLindhardt	 ﾠog	 ﾠRinghof,	 ﾠ
Denmark,	 ﾠ2001	 ﾠ
23	 ﾠThis	 ﾠis	 ﾠstill	 ﾠtrue	 ﾠof	 ﾠbiographers	 ﾠnow.	 ﾠ	 ﾠA	 ﾠconversation	 ﾠwith	 ﾠa	 ﾠbiographer	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠArchive	 ﾠ
revealed	 ﾠthat	 ﾠthe	 ﾠmaterial	 ﾠobjects	 ﾠassociated	 ﾠwith	 ﾠtheir	 ﾠsubject	 ﾠhad	 ﾠnever	 ﾠbeen	 ﾠconsidered	 ﾠduring	 ﾠ
her	 ﾠresearch.	 ﾠ	 ﾠThe	 ﾠauthor	 ﾠwas	 ﾠpursuing	 ﾠtraditionally	 ﾠtext	 ﾠbased	 ﾠsources	 ﾠbut	 ﾠthought	 ﾠit	 ﾠmight	 ﾠbe	 ﾠ
interesting	 ﾠto	 ﾠlook	 ﾠat	 ﾠclothing	 ﾠafter	 ﾠthe	 ﾠbiography	 ﾠwas	 ﾠpublished.	 ﾠ	 ﾠ
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Despite the lack of private contemporary comment from Alexandra herself in 
English, there is a wealth of source material which, alongside the objects, 
contributes to the search for the woman as displayed through her dress.  Recent 
studies such as those unravelling the lives of the Messels in A Family of Fashion, 
a middle class woman in Liverpool in Mrs Tinne’s Wardrobe and that of 
Alexandra’s own daughter Maud in Style and Splendour all demonstrate the 
validity of a material culture discourse and its ability to reveal valuable 
autobiographical details.
24 None of these have taken a particularly detailed look 
at the wider picture, however.  They study the clothing and certain habits of dress 
consumption but they do not have the space to afford more detailed analyses.  
The Messels volume considers the clothing of six women in a family across 
several generations whilst Style & Splendour is excellent as an annotated 
catalogue but lacks the space for a really close examination of life and object.  
So, whilst sharing certain elements with this project they were unable to consider 
the variety of such wardrobes in great depth.
25 
 
Alexandra’s ascendency within the royal family and as a public figure ran parallel 
to the explosion of new technology.  It could be argued that Alexandra became 
the first truly media-aware member of the royal family, exploiting developments in 
photography, telegraphy and more latterly the moving image to promote a 
positive representation.
26  The sheer volume of images disseminated around the 
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24	 ﾠDe	 ﾠla	 ﾠHaye	 ﾠA,	 ﾠTaylor	 ﾠL	 ﾠ&	 ﾠThompson	 ﾠE	 ﾠ(Eds),	 ﾠA	 ﾠFamily	 ﾠof	 ﾠFashion,	 ﾠThe	 ﾠMessels:	 ﾠSix	 ﾠGenerations	 ﾠof	 ﾠ
Dress,	 ﾠPhilip	 ﾠWilson	 ﾠPublishers,	 ﾠLondon,	 ﾠ2005;	 ﾠRushton	 ﾠP,	 ﾠMrs	 ﾠTinne’s	 ﾠWardrobe	 ﾠ–	 ﾠA	 ﾠLiverpool	 ﾠLady’s	 ﾠ
Clothes	 ﾠ1900-ﾭ‐1940,	 ﾠThe	 ﾠBluecoat	 ﾠPress,	 ﾠLiverpool,	 ﾠ2006;	 ﾠKjellberg	 ﾠA	 ﾠ&	 ﾠNorth	 ﾠS,	 ﾠStyle	 ﾠ&	 ﾠSplendour:	 ﾠThe	 ﾠ
Wardrobe	 ﾠof	 ﾠQueen	 ﾠMaud	 ﾠof	 ﾠNorway,	 ﾠV&A	 ﾠPublications,	 ﾠLondon,	 ﾠ2005.	 ﾠ
25	 ﾠThere	 ﾠare	 ﾠcertain	 ﾠexamples	 ﾠin	 ﾠthe	 ﾠCostume	 ﾠjournal	 ﾠwhereby	 ﾠa	 ﾠfocused	 ﾠstudy	 ﾠof	 ﾠa	 ﾠparticular	 ﾠperson’s	 ﾠ
clothing	 ﾠor	 ﾠa	 ﾠgarment	 ﾠassociated	 ﾠwith	 ﾠa	 ﾠperson	 ﾠis	 ﾠwritten	 ﾠup	 ﾠas	 ﾠa	 ﾠpaper.	 ﾠ	 ﾠThese	 ﾠalso	 ﾠshare	 ﾠsome	 ﾠ
similarities	 ﾠwith	 ﾠthis	 ﾠapproach	 ﾠalthough	 ﾠthe	 ﾠnature	 ﾠof	 ﾠa	 ﾠpaper	 ﾠresults	 ﾠultimately	 ﾠin	 ﾠa	 ﾠmuch	 ﾠbriefer	 ﾠ
analysis	 ﾠthan	 ﾠa	 ﾠthesis	 ﾠallows.	 ﾠ	 ﾠSee	 ﾠfor	 ﾠexample	 ﾠStaniland	 ﾠK,	 ﾠ‘Princess	 ﾠCharlotte’s	 ﾠWedding	 ﾠDress’	 ﾠin	 ﾠ
Costume,	 ﾠNo.34,	 ﾠ2000,	 ﾠpp.	 ﾠ70-ﾭ‐81;	 ﾠMarshall	 ﾠR,	 ﾠ‘From	 ﾠTeagowns	 ﾠto	 ﾠTopees:	 ﾠThe	 ﾠCostume	 ﾠof	 ﾠLady	 ﾠFlora	 ﾠ
Poore’	 ﾠin	 ﾠCostume	 ﾠNo.	 ﾠ32,	 ﾠ1998,	 ﾠpp.69-ﾭ‐80.	 ﾠ
26	 ﾠJohn	 ﾠPlunkett’s	 ﾠresearch	 ﾠdemonstrates	 ﾠthe	 ﾠdegree	 ﾠto	 ﾠwhich	 ﾠQueen	 ﾠVictoria	 ﾠembraced	 ﾠthe	 ﾠmedia	 ﾠ
and	 ﾠwas	 ﾠaware	 ﾠof	 ﾠits	 ﾠpower.	 ﾠ	 ﾠFollowing	 ﾠone	 ﾠapocryphal	 ﾠstory	 ﾠin	 ﾠthe	 ﾠnewspapers	 ﾠPrince	 ﾠAlbert	 ﾠhad	 ﾠ
instigated	 ﾠthe	 ﾠpublication	 ﾠof	 ﾠthe	 ﾠCourt	 ﾠCircular	 ﾠin	 ﾠorder	 ﾠthat	 ﾠthe	 ﾠpress	 ﾠmight	 ﾠreceive	 ﾠaccurate	 ﾠupdates	 ﾠ
relating	 ﾠto	 ﾠthe	 ﾠRoyal	 ﾠfamily.	 ﾠ	 ﾠHowever,	 ﾠfollowing	 ﾠAlbert’s	 ﾠdeath	 ﾠVictoria	 ﾠno	 ﾠlonger	 ﾠgave	 ﾠas	 ﾠmuch	 ﾠ
credence	 ﾠto	 ﾠthe	 ﾠinfluence	 ﾠof	 ﾠthe	 ﾠnewsmen	 ﾠand	 ﾠher	 ﾠreputation.	 ﾠ	 ﾠSee	 ﾠPlunkett	 ﾠJ,	 ﾠQueen	 ﾠVictoria	 ﾠFirst	 ﾠ
Media	 ﾠMonarch,	 ﾠOxford	 ﾠUniversity	 ﾠPress,	 ﾠOxford,	 ﾠ2003.	 ﾠ	 ﾠ
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British Empire from Alexandra’s wedding and for the rest of her public life 
indicates a recognition of the role the media could play in creating and 
maintaining the public persona on the part of Alexandra.
27    This collection of 
evidence survives to add to the richness of sources, and allows a comparison of 
the private and the public wardrobes. 
 
Finally, one of the key outcomes of this undertaking, is the tangible assembly of 
the surviving garments of Queen Alexandra, collating for the first time the 
disparate objects which belonged to one woman.
28  Where Alexandra’s surviving 
clothing differs to that of recent object based studies, is in this geographical 
separation of objects.  Rather than forming one, consciously collected group of 
garments, the items that have survived are random, accidental survivals from a 
variety of provenances ranging from auctions to gifts and from donors as diverse 
as the descendants of royal launderers and dressers to a fifties band leader.
29  
The eclectic nature of the objects, their current location and their social 
biographies as objects which is in one sense problematic for the purposes of 
access and analysis, does mean that there is a very real value in the creation of 
a catalogue. In many cases, institutions holding some of the garments have been 
unaware of the location of other objects relating to the same person and they 
certainly had no awareness of where their objects may fit into a larger picture of 
late 19
th century clothing consumption. 
 
Key Methodologies and Structures 
The primary thread of methodology connecting each section of this project is the 
central position of the material culture.  The objects lie at the heart of the 
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27	 ﾠMany	 ﾠof	 ﾠthese	 ﾠimages	 ﾠwere	 ﾠand	 ﾠstill	 ﾠare	 ﾠwidely	 ﾠavailable	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠrelatively	 ﾠcheap	 ﾠcabinet	 ﾠ
cards	 ﾠor	 ﾠcartes	 ﾠde	 ﾠvisite	 ﾠprinted	 ﾠin	 ﾠtheir	 ﾠmillions,	 ﾠothers	 ﾠtook	 ﾠthe	 ﾠform	 ﾠof	 ﾠofficial	 ﾠportraits.	 ﾠ	 ﾠThe	 ﾠRoyal	 ﾠ
Photographic	 ﾠArchive	 ﾠin	 ﾠWindsor	 ﾠCastle	 ﾠcontains	 ﾠmany	 ﾠhundreds	 ﾠof	 ﾠphotographs	 ﾠof	 ﾠAlexandra	 ﾠin	 ﾠ
individual	 ﾠshots	 ﾠand	 ﾠalso	 ﾠgroup	 ﾠsettings.	 ﾠ
28	 ﾠAs	 ﾠwell	 ﾠas	 ﾠthe	 ﾠobjects	 ﾠassembled	 ﾠin	 ﾠthesis	 ﾠform	 ﾠhere	 ﾠthere	 ﾠis	 ﾠthe	 ﾠprospect	 ﾠof	 ﾠan	 ﾠexhibition	 ﾠbased	 ﾠon	 ﾠ
this	 ﾠresearch.	 ﾠThis	 ﾠis	 ﾠscheduled	 ﾠto	 ﾠtake	 ﾠplace	 ﾠin	 ﾠ2018.	 ﾠ	 ﾠIt	 ﾠwill	 ﾠtake	 ﾠthe	 ﾠform	 ﾠof	 ﾠa	 ﾠmulti-ﾭ‐venue	 ﾠ
exhibition.	 ﾠ	 ﾠThe	 ﾠtwo	 ﾠkey	 ﾠinstitutions	 ﾠtaking	 ﾠpart	 ﾠare	 ﾠthe	 ﾠFashion	 ﾠMuseum	 ﾠin	 ﾠBath	 ﾠand	 ﾠthe	 ﾠFashion	 ﾠ
Institute	 ﾠof	 ﾠDesign	 ﾠMerchandising	 ﾠin	 ﾠLos	 ﾠAngeles.	 ﾠ	 ﾠIt	 ﾠis	 ﾠhoped	 ﾠthat	 ﾠthis	 ﾠwill	 ﾠbe	 ﾠaccompanied	 ﾠby	 ﾠa	 ﾠ
virtual	 ﾠexhibition	 ﾠof	 ﾠthe	 ﾠgarments	 ﾠon	 ﾠa	 ﾠwebsite.	 ﾠ
29	 ﾠSee	 ﾠAppendix	 ﾠ2	 ﾠfor	 ﾠthe	 ﾠprovenance	 ﾠof	 ﾠall	 ﾠsurviving	 ﾠgarments	 ﾠassociated	 ﾠwith	 ﾠQueen	 ﾠAlexandra.	 ﾠ	 ﾠ
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research.  They inform the wider historiographical record in a way that no former 
biography has attempted.  This is, however, no easy process.  From the very 
outset the intention to find and record the garments once associated with Queen 
Alexandra was beset with difficulty.  Whilst certain institutions had a clear and 
obvious royal association, other collections might only contain one or two 
pieces.
30  Although to date I have found upwards of 130 objects they come from 
15 different museums in 7 different countries.
31  Over the course of this project I 
have been lucky enough to gain access to many of these objects, namely those 
in the UK and Canada
32 and have forged good relationships with curators in 
those institutions I could not visit so that I received many detailed photographs 
and accession records of objects.
33  If access has been possible and the objects 
are available for study, a different challenge is encountered.  Textiles, unlike 
many other material survivals, are subject to change, decay, alteration and 
therefore misinterpretation.  The ‘reading’ of a garment in the context of a dress 
collection is no easy feat.  In the case of the late 19
th and early 20
th century size 
is often a consideration.  The skirts of Victorian and Edwardian dresses for 
example are extremely large and not all museums can accommodate their study 
very easily.  In a number of cases the measuring and analysis of certain larger 
garments had to be undertaken whilst they remained partially in their storage 
box.
34  The handling of textiles is also very carefully monitored and so a garment 
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30	 ﾠFor	 ﾠexample	 ﾠthe	 ﾠRoyal	 ﾠCeremonial	 ﾠDress	 ﾠCollection	 ﾠbased	 ﾠin	 ﾠKensington	 ﾠPalace,	 ﾠLondon	 ﾠhas	 ﾠa	 ﾠ
relatively	 ﾠlarge	 ﾠnumber	 ﾠof	 ﾠthe	 ﾠobjects	 ﾠto	 ﾠhave	 ﾠsurvived	 ﾠwhich	 ﾠwas	 ﾠan	 ﾠobvious	 ﾠplace	 ﾠto	 ﾠstart.	 ﾠ	 ﾠThe	 ﾠ
Museum	 ﾠof	 ﾠFine	 ﾠArt	 ﾠin	 ﾠBoston	 ﾠwas	 ﾠa	 ﾠless	 ﾠobvious	 ﾠlocation,	 ﾠhowever,	 ﾠand	 ﾠonly	 ﾠdiscovered	 ﾠthey	 ﾠhad	 ﾠa	 ﾠ
dress	 ﾠof	 ﾠAlexandra’s	 ﾠafter	 ﾠI	 ﾠmade	 ﾠa	 ﾠgeneral	 ﾠenquiry	 ﾠto	 ﾠmany	 ﾠAmerican	 ﾠcollections	 ﾠthat	 ﾠhoused	 ﾠtextiles	 ﾠ
and	 ﾠdress.	 ﾠ
31	 ﾠThe	 ﾠlist	 ﾠis	 ﾠby	 ﾠno	 ﾠmeans	 ﾠdefinitive.	 ﾠ	 ﾠI	 ﾠam	 ﾠcertain	 ﾠthere	 ﾠare	 ﾠother	 ﾠgarments	 ﾠassociated	 ﾠwith	 ﾠQueen	 ﾠ
Alexandra	 ﾠthat	 ﾠI	 ﾠhave	 ﾠyet	 ﾠto	 ﾠdiscover,	 ﾠeither	 ﾠin	 ﾠprivate	 ﾠcollections	 ﾠor	 ﾠsmaller	 ﾠinstitutions.	 ﾠ
32	 ﾠI	 ﾠam	 ﾠindebted	 ﾠto	 ﾠthe	 ﾠpanel	 ﾠof	 ﾠthe	 ﾠVeronika	 ﾠGervers	 ﾠResearch	 ﾠFellowship.	 ﾠ	 ﾠI	 ﾠwas	 ﾠawarded	 ﾠthe	 ﾠ2011	 ﾠ
Fellowship	 ﾠwhich	 ﾠallowed	 ﾠme	 ﾠa	 ﾠmonth	 ﾠto	 ﾠstudy	 ﾠthe	 ﾠgarments	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠToronto.	 ﾠ	 ﾠ
I	 ﾠwas	 ﾠalso	 ﾠlucky	 ﾠenough	 ﾠto	 ﾠwin	 ﾠthe	 ﾠ2010	 ﾠKeith	 ﾠPonting	 ﾠAward	 ﾠgiven	 ﾠannually	 ﾠby	 ﾠthe	 ﾠFashion	 ﾠMuseum,	 ﾠ
Bath	 ﾠwhich	 ﾠenabled	 ﾠme	 ﾠto	 ﾠtake	 ﾠa	 ﾠthree	 ﾠday	 ﾠstudy	 ﾠvisit	 ﾠstudying	 ﾠthe	 ﾠgarments	 ﾠof	 ﾠAlexandra’s	 ﾠheld	 ﾠ
there.	 ﾠ
33	 ﾠAccess	 ﾠis	 ﾠnot	 ﾠalways	 ﾠsimple.	 ﾠ	 ﾠFor	 ﾠexample	 ﾠthe	 ﾠMetropolitan	 ﾠMuseum	 ﾠof	 ﾠArt	 ﾠwas	 ﾠundergoing	 ﾠa	 ﾠ
massive	 ﾠreorganization	 ﾠand	 ﾠresearch	 ﾠvisits	 ﾠto	 ﾠtheir	 ﾠreserve	 ﾠcollections	 ﾠwere	 ﾠsuspended	 ﾠfor	 ﾠa	 ﾠnumber	 ﾠ
of	 ﾠyears.	 ﾠ	 ﾠOther	 ﾠcollections	 ﾠI	 ﾠwas	 ﾠunable	 ﾠto	 ﾠvisit	 ﾠowing	 ﾠto	 ﾠtheir	 ﾠdistance	 ﾠ–	 ﾠfor	 ﾠexample	 ﾠthe	 ﾠPowerhouse	 ﾠ
Museum	 ﾠin	 ﾠSydney	 ﾠand	 ﾠthe	 ﾠBunka	 ﾠGauken	 ﾠMuseum	 ﾠin	 ﾠTokyo.	 ﾠ
34	 ﾠThe	 ﾠhandling	 ﾠof	 ﾠhistoric	 ﾠtextiles	 ﾠis	 ﾠgoverned	 ﾠby	 ﾠa	 ﾠstrict	 ﾠcode	 ﾠof	 ﾠpractice.	 ﾠ	 ﾠICOM	 ﾠ–	 ﾠThe	 ﾠInternational	 ﾠ
Council	 ﾠfor	 ﾠMuseums	 ﾠhas	 ﾠa	 ﾠseries	 ﾠof	 ﾠguidelines	 ﾠfor	 ﾠthe	 ﾠcare	 ﾠand	 ﾠpreservation	 ﾠof	 ﾠtextile	 ﾠcollections	 ﾠ	 ﾠ
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cannot always be viewed from as many angles as the researcher may like.  In a 
sense then, only a partial view of the garment is offered up for study in a flat 
almost two dimensional context.  Rarely in this case are the garments in a 
position to be mounted onto a dress form although the effect of such display can 
make an enormous difference to the interpretation of the object.  Kay Staniland 
reflected upon this when mounting an exhibition of royal dress: ‘once the dresses 
were properly mounted on their specially sculpted figures for photography they 
sprang to life in the most remarkable way, transformed from limp garments on 
hangers into utterly distinct personalities with commanding presences.’
35  The 
researcher of dress in the museum setting does not often ‘see’ the clothes in this 
context.
36 
The recording of the object also requires care.  Measurements are always taken 
if the condition of the textile allows but fragility is a factor.
37  The idiosyncrasy of 
museum record keeping must also be negotiated – it is not always clear from 
records what the exact provenance or date might have been and so the flounces, 
pleats, buttons and bows described by Fine & Leopold have a part to play in the 
identification of a garment.
38  In some cases the function of the garment itself is 
not always clear making the task of the researcher more challenging still.
39  Thus 
the information that may be locked within the material remains of the clothing 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	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 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
here	 ﾠat	 ﾠhttp://www.costume-ﾭ‐
committee.org/index.php?option=com_content&view=article&id=17&Itemid=24.	 ﾠAccessed	 ﾠon	 ﾠ
16.5.13	 ﾠ
35	 ﾠStaniland	 ﾠK,	 ﾠIn	 ﾠRoyal	 ﾠFashion,	 ﾠMuseum	 ﾠof	 ﾠLondon	 ﾠPublications,	 ﾠLondon,	 ﾠ1997,	 ﾠp.17	 ﾠ
36	 ﾠOnly	 ﾠonce	 ﾠthroughout	 ﾠthe	 ﾠcourse	 ﾠof	 ﾠthis	 ﾠproject	 ﾠwas	 ﾠI	 ﾠable	 ﾠto	 ﾠview	 ﾠan	 ﾠobject	 ﾠat	 ﾠof	 ﾠAlexandra’s	 ﾠat	 ﾠ
first	 ﾠhand	 ﾠboth	 ﾠflat	 ﾠand	 ﾠthen	 ﾠlater	 ﾠmounted.	 ﾠ	 ﾠThis	 ﾠwas	 ﾠa	 ﾠyachting	 ﾠjacket	 ﾠnow	 ﾠin	 ﾠthe	 ﾠcollection	 ﾠof	 ﾠthe	 ﾠ
Fashion	 ﾠMuseum,	 ﾠBath	 ﾠwhich	 ﾠI	 ﾠfirst	 ﾠexamined	 ﾠlying	 ﾠflat	 ﾠon	 ﾠa	 ﾠstudy	 ﾠtable	 ﾠbut	 ﾠwhich	 ﾠwas	 ﾠlater	 ﾠmounted	 ﾠ
for	 ﾠa	 ﾠsportswear	 ﾠexhibition.	 ﾠ	 ﾠThe	 ﾠdifference	 ﾠwas	 ﾠenormous,	 ﾠthe	 ﾠshaping	 ﾠof	 ﾠthe	 ﾠbody	 ﾠbeneath	 ﾠmaking	 ﾠa	 ﾠ
vast	 ﾠdifference	 ﾠto	 ﾠthe	 ﾠappearance	 ﾠof	 ﾠthe	 ﾠobject.	 ﾠ	 ﾠMy	 ﾠthanks	 ﾠgo	 ﾠto	 ﾠRosemary	 ﾠHarden,	 ﾠmanager	 ﾠof	 ﾠthe	 ﾠ
Fashion	 ﾠMuseum	 ﾠwho	 ﾠarranged	 ﾠfor	 ﾠphotography	 ﾠof	 ﾠthe	 ﾠmounted	 ﾠjacket.	 ﾠ
37	 ﾠLate	 ﾠVictorian	 ﾠsilk	 ﾠfor	 ﾠclothing	 ﾠwas	 ﾠtin-ﾭ‐weighted,	 ﾠa	 ﾠchemical	 ﾠtreatment	 ﾠapplied	 ﾠto	 ﾠthe	 ﾠfabric	 ﾠin	 ﾠ
order	 ﾠto	 ﾠcreate	 ﾠa	 ﾠrustling	 ﾠtexture	 ﾠbut	 ﾠwhich	 ﾠsubsequently	 ﾠcauses	 ﾠshattering	 ﾠto	 ﾠthe	 ﾠsilk	 ﾠespecially	 ﾠin	 ﾠ
areas	 ﾠof	 ﾠwear	 ﾠsuch	 ﾠas	 ﾠunder	 ﾠthe	 ﾠarm	 ﾠand	 ﾠat	 ﾠthe	 ﾠwaistband.	 ﾠ	 ﾠThe	 ﾠweight	 ﾠof	 ﾠembellishments	 ﾠcan	 ﾠalso	 ﾠ
jeopardise	 ﾠthe	 ﾠintegrity	 ﾠof	 ﾠthe	 ﾠfoundation	 ﾠand	 ﾠthus	 ﾠrecording	 ﾠbecomes	 ﾠproblematic.	 ﾠ
38	 ﾠClassic	 ﾠdress	 ﾠhistory	 ﾠvolumes	 ﾠare	 ﾠinvaluable	 ﾠin	 ﾠthe	 ﾠidentification	 ﾠof	 ﾠcertain	 ﾠelements	 ﾠof	 ﾠdress.	 ﾠ	 ﾠSee	 ﾠ
Arnold	 ﾠJ,	 ﾠPatterns	 ﾠof	 ﾠFashion	 ﾠ2	 ﾠ–	 ﾠ1860-ﾭ‐1940,	 ﾠMacmillan	 ﾠLtd,	 ﾠLondon,	 ﾠ1980;	 ﾠBradfield	 ﾠN,	 ﾠCostume	 ﾠin	 ﾠ
Detail	 ﾠ1730-ﾭ‐1930,	 ﾠDobby	 ﾠPublishing	 ﾠLtd	 ﾠreprint,	 ﾠKent,	 ﾠ1997	 ﾠand	 ﾠCunnington	 ﾠC,	 ﾠEnglishwomen’s	 ﾠ
Clothing	 ﾠin	 ﾠthe	 ﾠNineteenth	 ﾠCentury,	 ﾠDover	 ﾠPublications	 ﾠreprint,	 ﾠNew	 ﾠYork,	 ﾠ1990.	 ﾠ
39	 ﾠSee	 ﾠthe	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠpink	 ﾠcloak	 ﾠin	 ﾠChapter	 ﾠ5	 ﾠ–	 ﾠa	 ﾠmystery	 ﾠobject	 ﾠwhose	 ﾠdate	 ﾠof	 ﾠmanufacture	 ﾠand	 ﾠ
purpose	 ﾠremains	 ﾠopen	 ﾠto	 ﾠspeculation.	 ﾠ	 ﾠ
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does not yield itself easily.
40   
The rewards, however, are great.  In addition to the very real value of a virtual 
reassembling of this wardrobe which includes the sharing of information between 
institutions, an object-led study such as this can yield significant results that other 
text based studies do not. There are in fact examples amongst this collection of 
objects where the written biography of Alexandra has either delivered certain 
facts as incontrovertible which an analysis of the clothing refutes or where the 
biography simply misses out on information only elicited through the material 
culture.
41  Since so much of what can be visualized of Alexandra in existing 
biographies is in black and white, the garments offer the chance to experience 
her in glorious technicolour.  The different hues of her clothing as well as the 
workmanship, manifestation of alterations and change over time cannot be 
experienced in any other way other than via the object itself.  The corporeality of 
a garment thus reveals much about the physicality of its owner and in the case of 
so high profile a consumer, a colourful analysis of taste, choice and style which 
no monochromatic image or written text can. 
Tensions within the field of dress history have, in the past, often been divided 
between those working with objects such as museum curators and the archive 
based historian working from texts.  It was a gulf labelled ‘The Great Divide’ by 
Professor Lou Taylor at the seminal conference Dress in History: Studies and 
Approaches held in Manchester in 1997: ‘Surviving clothing provides researchers 
and collectors with a powerful tool for historical and contemporary socio-cultural 
investigation.  Yet its use has been bedevilled by a divide of approach that has 
dogged the study of the history of dress since it emerged over four hundred 
years ago.’
42  She moves on to applaud the more recent emergence of multi-
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40	 ﾠBefore	 ﾠthe	 ﾠtask	 ﾠof	 ﾠwider	 ﾠanalysis	 ﾠhas	 ﾠeven	 ﾠbegun	 ﾠthe	 ﾠcomplexity	 ﾠof	 ﾠthis	 ﾠmaterial	 ﾠmust	 ﾠbe	 ﾠ
negotiated	 ﾠin	 ﾠterms	 ﾠof	 ﾠlocation,	 ﾠaccess,	 ﾠcondition,	 ﾠrecord	 ﾠkeeping	 ﾠand	 ﾠprovenance.	 ﾠ
41	 ﾠFor	 ﾠexample	 ﾠsee	 ﾠChapter	 ﾠ1	 ﾠconcerning	 ﾠthe	 ﾠlace	 ﾠcommissioned	 ﾠfor	 ﾠAlexandra’s	 ﾠwedding	 ﾠdress;	 ﾠ
Chapter	 ﾠ4	 ﾠin	 ﾠwhich	 ﾠa	 ﾠdiscovery	 ﾠconcerning	 ﾠan	 ﾠevening	 ﾠdress	 ﾠled	 ﾠto	 ﾠa	 ﾠpreviously	 ﾠunknown	 ﾠphysical	 ﾠ
diagnosis	 ﾠand	 ﾠChapter	 ﾠ6	 ﾠconsidering	 ﾠAlexandra’s	 ﾠshopping	 ﾠhabits	 ﾠand	 ﾠher	 ﾠpreferred	 ﾠcouturiers.	 ﾠ
42	 ﾠTaylor	 ﾠL,	 ﾠDoing	 ﾠthe	 ﾠLaundry?	 ﾠA	 ﾠReassessment	 ﾠof	 ﾠObject-ﾭ‐based	 ﾠDress	 ﾠHistory,	 ﾠFashion	 ﾠTheory,	 ﾠVol	 ﾠ2	 ﾠ
Issue	 ﾠ4,	 ﾠDecember	 ﾠ1998,	 ﾠp.338	 ﾠ	 ﾠ
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disciplinary approaches, witnessing a fusion of object and academia.
43  Similarly, 
Valerie Steele hails the vital contribution that an object-based study can offer: 
‘Because intellectuals live by the word, many scholars tend to ignore the 
important role that objects can play in the creation of knowledge.	 ﾠIn my own 
research I have not, to date, encountered the ‘Great Divide’.  This may be thanks 
to a foot in both camps working as both curator and in academia.  However, it 
may be that in the intervening years it has become less of a concern.  Certainly I 
have found both curators and academics alike immensely helpful and interested 
in the project.  This does not mean, however, that a multi-disciplinary approach 
has been widely adopted but I would argue that it has been accepted as a valid 
methodology. Even many fashion historians spend little or no time examining 
actual garments, preferring to rely exclusively on written sources and visual 
representations.  Valerie Cumming’s work and review of approaches has been 
similarly valuable in her volume Understanding Fashion History in which Chapter 
2 offers an overview of ‘Theories and the new dress history’, an accessible 
analysis of some of the major changes in the field in since the second half of the 
20
th century.
44 Yet of all the methodologies used to study fashion history, one of 
the most valuable is the interpretation of objects.’
45  John Styles makes the 
important distinction between dress history and dress in history, what he terms: 
‘the difficulties, conceptual and methodological, of reinserting dress into 
history.’
46  Styles asserts that the emergence of dress history into the academy 
only really took place from the 1970s: ‘The reasons of this blossoming are many 
and various, but three important sources of intellectual nourishment stand out.  
First, the rise of feminist historical scholarship. Second the emergence of cultural 
studies, and third the shift in interest across the social sciences from production 
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43	 ﾠProf	 ﾠTaylor	 ﾠmentions	 ﾠin	 ﾠparticular	 ﾠAlexandra	 ﾠPalmer	 ﾠfor	 ﾠher	 ﾠwork	 ﾠon	 ﾠmid-ﾭ‐twentieth	 ﾠcentury	 ﾠ
Canadian	 ﾠcouture,	 ﾠMargaret	 ﾠMaynard	 ﾠfrom	 ﾠthe	 ﾠUniversity	 ﾠof	 ﾠQueensland	 ﾠand	 ﾠNathalie	 ﾠRothstein	 ﾠfor	 ﾠ
her	 ﾠground	 ﾠbreaking	 ﾠresearch	 ﾠinto	 ﾠ18th	 ﾠcentury	 ﾠEnglish	 ﾠsilk	 ﾠproduction,	 ﾠp.354	 ﾠ
44	 ﾠCumming	 ﾠV,	 ﾠUnderstanding	 ﾠFashion	 ﾠHistory,	 ﾠBatsford,	 ﾠLondon,	 ﾠ2004,	 ﾠpp.33-ﾭ‐45	 ﾠ
45	 ﾠSteele	 ﾠV,	 ﾠA	 ﾠMuseum	 ﾠof	 ﾠFashion	 ﾠis	 ﾠMore	 ﾠThan	 ﾠa	 ﾠClothes	 ﾠBag,	 ﾠFashion	 ﾠTheory,	 ﾠVol	 ﾠ2	 ﾠIssue	 ﾠ4,	 ﾠDecember	 ﾠ
1998,	 ﾠp.327	 ﾠ
46	 ﾠStyles	 ﾠJ,	 ﾠ‘Dress	 ﾠin	 ﾠHistory:	 ﾠReflections	 ﾠon	 ﾠa	 ﾠContested	 ﾠTerrain’	 ﾠin	 ﾠFashion	 ﾠTheory,	 ﾠVol.2,	 ﾠIssue	 ﾠ4,	 ﾠ
1998,	 ﾠp.383.	 ﾠ	 ﾠ
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to consumption.’
47  Styles makes a strong case for the diversity of historical study 
to embed the object into the methodology, thus reinstating dress into history. 
 
The successful application of material culture methodologies as a valid academic 
approach is evidenced in recent catalogues that have combined exhibitions of 
dress with a comprehensive publication and it is within this framework that the 
study is situated.
48  If, as discussed above, the most useful definition of ‘material 
culture’ for the purpose of this project is the interaction of people and things, then 
there is a valid argument for the inclusion of an anthropological approach to 
analysing the objects.  Daniel Miller’s recollections of his early scholarly 
appreciation for ‘stuff’ acknowledges the importance of this relationship: ‘We 
were taught that the best way to appreciate the role of objects was to consider 
them as signs and symbols that represent us.  The example that was most 
commonly employed to illustrate this perspective was that of clothing….my 
clothing shows that I am sexy, or Slovenian or smart, or all three.’
49  The 
application of such an anthropological methodology clearly has some validity in 
this project which attempts to interpret the life of a particular subject through the 
inanimate object. 
 
The project and indeed the objects which in part populate it do not exist within a 
vacuum and so another strand of the methodology must be what might be 
termed a more traditional historical approach.  Thanks to a diversity of sources 
which include papers in the Royal Archive, the National Archive, private 
collections and published memoirs other elements of Queen Alexandra’s clothing 
strategies and the cultural context in which they were seen can be more robustly 
interrogated.  Through a blend of object, history and biography a more complete 
picture is created, one which is arguably relatively novel.  Jane Ridley, Edward 
VII’s most recent biographer, felt it was unusual enough to merit a note in an 
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47	 ﾠStyles	 ﾠJ,	 ﾠp.385	 ﾠ
48	 ﾠSee	 ﾠin	 ﾠparticular	 ﾠIn	 ﾠRoyal	 ﾠFashion,	 ﾠStyle	 ﾠand	 ﾠSplendour,	 ﾠA	 ﾠFamily	 ﾠof	 ﾠFashion	 ﾠand	 ﾠMrs	 ﾠTinne’s	 ﾠ
Wardrobe.	 ﾠ
49	 ﾠMiller	 ﾠD,	 ﾠStuff,	 ﾠPolity	 ﾠPress,	 ﾠCambridge,	 ﾠ2005,	 ﾠp.12.	 ﾠ	 ﾠ
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email: ‘I think you are on to a wonderful idea with a sartorial biography.’
50  Whilst 
there are a few publications that have adopted this approach, scholarly examples 
are few and far between.
51   
 
It is not unproblematic, however, to describe this as a biographical study.  As a 
form of historical writing it could be argued that this biographical analysis forms 
part of the methodology.  Biography within the field of academia is a contentious 
area however.  The economic historian Kathleen Burk, writing in response to a 
review of her biography of A.J.P Taylor stated: ‘Biography is a bitch, to be frank: 
sometimes I felt that I was making it up. Who can know the true inwardness of a 
man's thoughts, of his life, or of his marriage? I included a comment by Taylor 
which was intended to show his attitude to biography, but secretly it is mine too: 
'Every historian, I think, should write a biography, if only to learn how different it is 
from writing history’’.
52  There are, however, historians who have discussed a 
more legitimizing approach to biography as a method.  Ronald Hoffman prefaced 
his volume Through a Glass Darkly with a validation of biographical studies 
claiming that the 1990s witnessed the emergence of analytical studies of life 
experiences: ‘a number of historians had begun to approach these questions 
from a biographical perspective informed by anthropology, psychology, literary 
analysis and material culture.’
53  This study does not cover the whole of Queen 
Alexandra’s life, nor does it claim to offer a day by day analysis of her 
movements and motivations.  Therefore it might be argued that this falls more 
into the category of ‘microhistory’.  In her paper ‘Historians Who Love Too Much: 
Reflections on Microhistory and Biography’ Jill Lepore suggests a series of 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
50	 ﾠEmail	 ﾠreceived	 ﾠfrom	 ﾠJane	 ﾠRidley,	 ﾠ25.03.2011	 ﾠ	 ﾠ
51	 ﾠOne	 ﾠof	 ﾠthe	 ﾠmost	 ﾠcomprehensive	 ﾠwould	 ﾠbe	 ﾠCaroline	 ﾠWeber’s	 ﾠbook	 ﾠQueen	 ﾠof	 ﾠFashion,	 ﾠWhat	 ﾠMarie	 ﾠ
Antoinette	 ﾠWore	 ﾠto	 ﾠthe	 ﾠRevolution,	 ﾠArum	 ﾠPress	 ﾠLtd,	 ﾠLondon,	 ﾠ2007.	 ﾠ	 ﾠWeber	 ﾠtakes	 ﾠthe	 ﾠreader	 ﾠalong	 ﾠthe	 ﾠ
journey	 ﾠof	 ﾠMarie	 ﾠAntoinette’s	 ﾠalready	 ﾠwell	 ﾠdocumented	 ﾠlife	 ﾠbut	 ﾠuses	 ﾠher	 ﾠclothing	 ﾠas	 ﾠthe	 ﾠvehicle	 ﾠ
through	 ﾠwhich	 ﾠto	 ﾠread	 ﾠthe	 ﾠbiography.	 ﾠ	 ﾠHowever	 ﾠin	 ﾠthis	 ﾠcase	 ﾠthe	 ﾠobjects	 ﾠthemselves	 ﾠare	 ﾠalmost	 ﾠnon-ﾭ‐
existent.	 ﾠ	 ﾠOnly	 ﾠone	 ﾠor	 ﾠtwo	 ﾠobjects	 ﾠwhich	 ﾠmay	 ﾠor	 ﾠmay	 ﾠnot	 ﾠbe	 ﾠassociated	 ﾠwith	 ﾠMarie	 ﾠAntoinette	 ﾠnow	 ﾠ
survive	 ﾠand	 ﾠso	 ﾠthe	 ﾠevidence	 ﾠrelies	 ﾠon	 ﾠwritten	 ﾠsources	 ﾠrather	 ﾠthan	 ﾠmaterial	 ﾠculture.	 ﾠ
52	 ﾠAuthor	 ﾠresponse	 ﾠposted	 ﾠon	 ﾠthe	 ﾠInstitute	 ﾠof	 ﾠHistorical	 ﾠResearch	 ﾠwebsite	 ﾠat	 ﾠ
http://www.history.ac.uk/ihr/Focus/Whatishistory/burk2.html	 ﾠJune	 ﾠ2001,	 ﾠaccessed	 ﾠ21.5.13.	 ﾠ
53	 ﾠHoffman	 ﾠR,	 ﾠ‘Introduction’	 ﾠin	 ﾠHoffman	 ﾠR,	 ﾠSobel	 ﾠM	 ﾠ&	 ﾠTeute	 ﾠF	 ﾠ(Eds),	 ﾠThrough	 ﾠa	 ﾠGlass	 ﾠDarkly:	 ﾠ
Reflections	 ﾠon	 ﾠPersonal	 ﾠIdentity	 ﾠin	 ﾠEarly	 ﾠAmerica,	 ﾠUniversity	 ﾠof	 ﾠNorth	 ﾠCarolina	 ﾠPress,	 ﾠChapel	 ﾠHill,	 ﾠ
1997,	 ﾠp.vii-ﾭ‐viii	 ﾠ	 ﾠ
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propositions that offer the differences between the two.  Where biographies 
concentrate on the singularity of a person’s life and their unique contribution to 
history, a microhistorical approach considers: ‘how that individual’s life serves as 
an allegory for broader issues affecting the culture as a whole.’
54  Certainly one 
of my aims is to explore the wider social histories that emerge from a discussion 
of Queen Alexandra’s clothing practices.  Lepore’s second proposition states: 
‘Traditional biographers seek to profile an individual and recapitulate a life story, 
but microhistorians, tracing their elusive subjects through slender records, tend to 
address themselves to solving small mysteries’
55 True enough, the metaphorical 
unpicking of Alexandra’s clothes does indeed result in the solving of small 
mysteries which as a whole then build into more significant analyses of her life 
and times.  Since I consider both the biographies of the objects as well as that of 
the singular subject, it is likely that this study sits somewhere between the two – 
both biography and microhistory calling on elements of each. 
 
Structure 
The thesis is structured around six chapters, arranged thematically to examine 
specific areas of Alexandra’s wardrobe and how they related to her life and 
choices. 
 
The first chapter considers some of the most important public occasions of 
Alexandra’s life, deconstructing these ceremonial occasions in which Alexandra 
participated.  Here, two of her most recognisable garments, which have both 
survived the intervening years, play a significant part in evaluating Alexandra’s 
role in each, at her wedding in 1863 and the Coronation of Edward VII in 1902.
56 
What this chapter explores, however, is the degree to which some of the tales 
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54	 ﾠLepore	 ﾠJ,	 ﾠ‘Historians	 ﾠWho	 ﾠLove	 ﾠToo	 ﾠMuch:	 ﾠReflections	 ﾠon	 ﾠMicrohistory	 ﾠand	 ﾠBiography’	 ﾠin	 ﾠThe	 ﾠ
Journal	 ﾠof	 ﾠAmerican	 ﾠHistory,	 ﾠVol.88,	 ﾠNo.1,	 ﾠJune	 ﾠ2001,	 ﾠp.133	 ﾠ
55	 ﾠLepore	 ﾠJ,	 ﾠp.133	 ﾠ
56	 ﾠBoth	 ﾠof	 ﾠthese	 ﾠevents	 ﾠwere	 ﾠmarked	 ﾠby	 ﾠdetailed	 ﾠand	 ﾠregular	 ﾠpress	 ﾠcoverage	 ﾠand	 ﾠboth	 ﾠgarments	 ﾠwere	 ﾠ
described	 ﾠand	 ﾠdepicted	 ﾠby	 ﾠmany	 ﾠin	 ﾠcontemporary	 ﾠreports	 ﾠand	 ﾠsubsequent	 ﾠbiographies.	 ﾠ	 ﾠ	 ﾠ	 ﾠ
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surrounding both dresses were apocryphal and how close analysis of them 
presents a different narrative.
57    
 
The second chapter explores the lives of Edward and Alexandra as travellers.  
As Prince of Wales Edward was denied many of the constitutional responsibilities 
he so craved and so spent much of his time travelling either to fulfil civic duties or 
for holidays.
58  This peripatetic lifestyle in both the UK and abroad required 
efficient logistical arrangements, not least in terms of their clothing.  At a time 
where an aristocratic woman in society would change her clothes up to four times 
a day, the management of appearance in transit was extremely important.  It is, 
though, seriously under-researched.  This is reflected in the dearth of literature 
supporting these themes that include transport, luggage, specialist clothing and 
dress as diplomacy. 
 
The thesis moves on to three chapters that consider more specific types of 
clothing most associated with Alexandra.  The first of these focuses on 
Alexandra’s early adoption of the tailormade, the look for which she is perhaps 
most famous and yet for which there is now regrettably little to have survived.  
Examining the royal relationship with uniforms and masculinised forms of dress, 
it is also an exploration of a strong and sporting female body and how Alexandra 
chose to display her slender frame in what was arguably her most daring 
contribution to fashionable dress. 
 
The type of garment that is best represented from amongst the many extant 
garments falls into the category of evening dress.  Perhaps because of their high 
status, the craftsmanship of their manufacture and their glittering regality they 
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57	 ﾠA	 ﾠwider	 ﾠdiscussion	 ﾠis	 ﾠformulated	 ﾠfrom	 ﾠthe	 ﾠrecords	 ﾠof	 ﾠother	 ﾠstate	 ﾠevents	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠopening	 ﾠof	 ﾠ
Parliament	 ﾠand	 ﾠthe	 ﾠrarity	 ﾠof	 ﾠAlexandra’s	 ﾠinitiation	 ﾠinto	 ﾠthe	 ﾠOrder	 ﾠof	 ﾠthe	 ﾠGarter.	 ﾠ
58	 ﾠSee	 ﾠAppendix	 ﾠ5	 ﾠfor	 ﾠa	 ﾠgeneral	 ﾠbreakdown	 ﾠof	 ﾠEdward’s	 ﾠand	 ﾠAlexandra’s	 ﾠannual	 ﾠcalendar,	 ﾠwhich	 ﾠ
broadly	 ﾠanalyses	 ﾠthe	 ﾠpattern	 ﾠof	 ﾠtheir	 ﾠtravels	 ﾠwhich	 ﾠwas	 ﾠfollowed	 ﾠmore	 ﾠor	 ﾠless	 ﾠeach	 ﾠyear.	 ﾠ	 ﾠThis	 ﾠallows	 ﾠ
a	 ﾠsense	 ﾠof	 ﾠthe	 ﾠstructure	 ﾠof	 ﾠtheir	 ﾠyear,	 ﾠhow	 ﾠclothing	 ﾠneeded	 ﾠto	 ﾠbe	 ﾠorganised	 ﾠgiven	 ﾠthat	 ﾠstructure	 ﾠand	 ﾠ
how	 ﾠtheir	 ﾠtime	 ﾠwas	 ﾠspent.	 ﾠ	 ﾠ
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were kept in greater numbers than other types of garment.
59 This allows for 
Chapter 4 to analyse in great detail both the garments themselves and, thanks to 
contemporary newspapers, the events to which this kind of garment was worn.  It 
asks how far Alexandra was dressing deliberately as a ‘princess’ or a ‘Queen’ in 
a manner which might not ordinarily have been her choice but which she 
recognised was expected of her public persona. 
 
Chapter 5 forms an analysis of performative dressing – of the way in which 
Alexandra was able to play a part through dress.
60  This includes close 
consideration of the two surviving fancy dress gowns of Alexandra’s, exploring 
contemporary trends for costume balls, analysing Alexandra’s own choices and 
assessing how these choices may have changed over time.  How Alexandra 
chose to portray herself in such unfamiliar contexts is revealing set against the 
cultural backdrop of the tableau vivants, costume and masque balls.  It questions 
Alexandra’s approach to ‘otherness’ in dress, to folk traditions and costumes for 
which she seemed to have had a strong interest and whether she really could 
play different parts in the life ascribed to her. 
 
The final chapter takes an over-arching look at the manner in which Alexandra 
acquired, maintained and disposed of her clothing.  The wardrobe accounts, 
business records, memoirs and museum records that underpin this section 
reveal the complexities of running such a vast working wardrobe and yet this is a 
little known, previously unexplored area.  Suppliers to Royalty have only really 
been analysed in the context of the Royal Warrant but not all suppliers to the 
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59	 ﾠThis	 ﾠis	 ﾠin	 ﾠline	 ﾠwith	 ﾠmany	 ﾠearly	 ﾠto	 ﾠmid-ﾭ‐20th	 ﾠcentury	 ﾠcollecting	 ﾠpolicies	 ﾠin	 ﾠmuseums	 ﾠwhich	 ﾠtended	 ﾠto	 ﾠ
collect	 ﾠclothing	 ﾠbased	 ﾠupon	 ﾠhigh	 ﾠstatus	 ﾠassociations	 ﾠor	 ﾠexamples	 ﾠof	 ﾠgood	 ﾠcraftsmanship.	 ﾠ	 ﾠTherefore	 ﾠ
many	 ﾠdress	 ﾠcollections	 ﾠrejected	 ﾠgarments	 ﾠthat	 ﾠwere	 ﾠconsidered	 ﾠtoo	 ﾠordinary,	 ﾠlower	 ﾠstatus	 ﾠor	 ﾠ
unremarkable.	 ﾠ	 ﾠThis	 ﾠis	 ﾠnot	 ﾠthe	 ﾠcase	 ﾠtoday.	 ﾠ	 ﾠIn	 ﾠfact	 ﾠmany	 ﾠdress	 ﾠcollections	 ﾠare	 ﾠmore	 ﾠinterested	 ﾠin	 ﾠ
balancing	 ﾠtheir	 ﾠcollections	 ﾠwith	 ﾠmuch	 ﾠrarer	 ﾠmaterial	 ﾠwhich	 ﾠis	 ﾠoften	 ﾠthat	 ﾠof	 ﾠthe	 ﾠlower	 ﾠmiddle	 ﾠand	 ﾠ
working	 ﾠclasses.	 ﾠ
60	 ﾠIn	 ﾠsome	 ﾠways	 ﾠthis	 ﾠbears	 ﾠsimilarities	 ﾠto	 ﾠChapter	 ﾠ1	 ﾠin	 ﾠthat	 ﾠthey	 ﾠare	 ﾠboth	 ﾠforms	 ﾠof	 ﾠpublic	 ﾠperformance	 ﾠ
dressing.	 ﾠ	 ﾠThe	 ﾠdifference,	 ﾠhowever,	 ﾠlies	 ﾠin	 ﾠchoice.	 ﾠ	 ﾠWhereas	 ﾠher	 ﾠceremonial	 ﾠperformances	 ﾠwere	 ﾠ
obligatory	 ﾠand	 ﾠoperated	 ﾠas	 ﾠsignifiers	 ﾠof	 ﾠmonarchy	 ﾠand	 ﾠtradition,	 ﾠthe	 ﾠfancy	 ﾠdress	 ﾠ‘performances’	 ﾠ
invited	 ﾠchoice	 ﾠto	 ﾠa	 ﾠgreater	 ﾠdegree.	 ﾠ	 ﾠ
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monarchy received a warrant.
61  The dressers who maintained, repaired, packed 
and cared for the royal wardrobe barely feature in the historical record.  Given 
their centrality to both the Queen herself and to the garments they looked after 
they are the link between subject and object and most often are the reason the 
garments survive now.  Yet their lives – their position in the household, duties, 
opinions, feelings - are almost completely absent.  They inhabit the shadowy 
spaces around Alexandra’s clothed body and yet their role is pivotal.  This 
chapter allows at least some analysis of their place in this story.  They play a part 
too in the dispersal of Alexandra’s wardrobe which forms a fitting final section to 
this last chapter.  The posthumous dissemination of her garments and their 
eventual location in collections around the world brings the thesis full circle to its 
conclusion. 
 
Having considered those garments that do feature in Alexandra’s surviving 
wardrobe, it is necessary to point out that certain key elements of her clothed 
body do not.  Alexandra spent much of the first decade of her married life in 
various stages of pregnancy.  Yet in keeping with contemporary views on the 
pregnant female form, there is no visual record of Alexandra whilst pregnant.  
Only a single garment, recently acquired by a museum, displays any sign that it 
may have been a maternity garment but there is no written provenance to 
confirm that this is the case.
62  Thus the evidence is too scarce to be able to 
analyse how Alexandra managed so significant an aspect of her appearance.
63  
Similarly her corsetry has failed to survive, presumably owing to issues of 
discretion.  The size of her waist provoked so much contemporary comment but 
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61	 ﾠSee	 ﾠAppendix	 ﾠ3	 ﾠwhich	 ﾠis	 ﾠa	 ﾠlist	 ﾠof	 ﾠknown	 ﾠsuppliers	 ﾠassociated	 ﾠwith	 ﾠAlexandra	 ﾠthroughout	 ﾠher	 ﾠlife	 ﾠ
including	 ﾠthe	 ﾠtype	 ﾠof	 ﾠgoods	 ﾠsupplied	 ﾠand	 ﾠtheir	 ﾠaddress.	 ﾠ	 ﾠIt	 ﾠalso	 ﾠshows	 ﾠwhich	 ﾠof	 ﾠthese	 ﾠsuppliers	 ﾠwere	 ﾠ
also	 ﾠpatronised	 ﾠby	 ﾠQueen	 ﾠVictoria.	 ﾠ	 ﾠFor	 ﾠsome	 ﾠanalysis	 ﾠof	 ﾠwhere	 ﾠthese	 ﾠsuppliers	 ﾠsat	 ﾠgeographically	 ﾠin	 ﾠ
London	 ﾠsee	 ﾠAppendix	 ﾠ4	 ﾠwhich	 ﾠincludes	 ﾠan	 ﾠannotated	 ﾠcontemporary	 ﾠmap	 ﾠgiving	 ﾠthe	 ﾠlocations	 ﾠof	 ﾠthe	 ﾠ
suppliers.	 ﾠ	 ﾠThis	 ﾠplaces	 ﾠAlexandra’s	 ﾠconsumption	 ﾠinto	 ﾠa	 ﾠspatial	 ﾠcontext.	 ﾠ
62	 ﾠThe	 ﾠblouse	 ﾠ(accession	 ﾠno.	 ﾠL2011.13.31),	 ﾠnow	 ﾠin	 ﾠthe	 ﾠFashion	 ﾠInstitute	 ﾠof	 ﾠDesign	 ﾠMerchandising	 ﾠin	 ﾠ
Los	 ﾠAngeles	 ﾠis	 ﾠmade	 ﾠfrom	 ﾠblue	 ﾠwool	 ﾠwith	 ﾠa	 ﾠwhite	 ﾠbraided	 ﾠtrim	 ﾠand	 ﾠhas	 ﾠan	 ﾠinner	 ﾠwaistband	 ﾠand	 ﾠa	 ﾠ
series	 ﾠof	 ﾠstrings.	 ﾠ	 ﾠThere	 ﾠwas	 ﾠa	 ﾠsuggestions	 ﾠmade	 ﾠby	 ﾠthe	 ﾠcurator	 ﾠthat	 ﾠthis	 ﾠmight	 ﾠbe	 ﾠa	 ﾠmaternity	 ﾠblouse	 ﾠ
since	 ﾠit	 ﾠis	 ﾠof	 ﾠthe	 ﾠcorrect	 ﾠkind	 ﾠof	 ﾠdate	 ﾠand	 ﾠthe	 ﾠconstruction	 ﾠsuggests	 ﾠthis	 ﾠmay	 ﾠbe	 ﾠthe	 ﾠcase.	 ﾠ	 ﾠThere	 ﾠis	 ﾠno	 ﾠ
corroborative	 ﾠevidence	 ﾠhowever.	 ﾠ
63	 ﾠSee	 ﾠChapter	 ﾠ3	 ﾠfor	 ﾠthe	 ﾠonly	 ﾠother	 ﾠhint	 ﾠat	 ﾠAlexandra’s	 ﾠchanging	 ﾠshape	 ﾠduring	 ﾠpregnancy	 ﾠwhen	 ﾠher	 ﾠ
measurements	 ﾠwere	 ﾠbeing	 ﾠamended	 ﾠat	 ﾠthe	 ﾠtailor	 ﾠHenry	 ﾠPoole	 ﾠ&	 ﾠCo.	 ﾠ	 ﾠ
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none of the material survivals can now attest to her chosen style of corset.
64  
Aside from one or two chemises, nightgowns and petticoats the vast quantity of 
underwear that would have formed part of Alexandra’s everyday clothes 
experience is no longer extant or described.
65  Mourning dress is also not 
discussed in great detail.  There are elements of Alexandra’s surviving garments 
that are black but nothing specifically associated with mourning meaning that any 
discussion of this aspect would amount to speculation only.   
 
Primary Sources 
The source material available for the purposes of this study is diverse and 
extensive and one of the challenges I faced lies in the carefully considered 
application of the evidence given the volume of it.  Since I have already 
emphasised the central role of objects in this research, the scope of surviving 
material culture forms one of the most substantial bodies of evidence utilised.  
Over a period of time and following dozens of letters and emails, I have located 
the whereabouts of numerous objects across the world.  These objects extend 
from the UK to Japan, Norway, America, Canada, Denmark and Australia.  This 
is, however, by no means the definitive list.  The largest collection of her extant 
clothing in the UK is held by the Royal Ceremonial Dress Collection and includes 
key pieces such as the wedding gown, the coronation gown, some fancy dress, 
underwear in the form of chemises and nightgowns and a small amount of 
daywear.  The Fashion Museum in Bath houses six garments including a tartan 
crinoline, evening wear from the 1890s and 1910, a tailored jacket and a 
waistcoat.  The FIDM Museum of Los Angeles has very recently acquired an 
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64	 ﾠSecondary	 ﾠliterature	 ﾠanalyzing	 ﾠthe	 ﾠcorset	 ﾠduring	 ﾠthis	 ﾠperiod	 ﾠis	 ﾠa	 ﾠrich	 ﾠfield.	 ﾠ	 ﾠThe	 ﾠonly	 ﾠhint	 ﾠof	 ﾠ
Alexandra’s	 ﾠassociation	 ﾠis	 ﾠan	 ﾠentry	 ﾠin	 ﾠher	 ﾠwardrobe	 ﾠaccounts	 ﾠfor	 ﾠMadame	 ﾠD	 ﾠLambert.	 ﾠ	 ﾠA	 ﾠbusiness	 ﾠ
directory	 ﾠfor	 ﾠLondon	 ﾠlists	 ﾠa	 ﾠMme	 ﾠDutrey	 ﾠLambert	 ﾠlocated	 ﾠat	 ﾠ287	 ﾠRegent	 ﾠStreet	 ﾠ–	 ﾠher	 ﾠoccupation	 ﾠ–	 ﾠ
corset	 ﾠmaker.	 ﾠ	 ﾠThis	 ﾠis	 ﾠthe	 ﾠonly	 ﾠremaining	 ﾠevidence	 ﾠfor	 ﾠsuch	 ﾠan	 ﾠimportant	 ﾠelement	 ﾠof	 ﾠthe	 ﾠ
underpinnings	 ﾠof	 ﾠlate	 ﾠ19th	 ﾠcentury	 ﾠdress	 ﾠin	 ﾠthe	 ﾠcontext	 ﾠof	 ﾠQueen	 ﾠAlexandra.	 ﾠ	 ﾠSee	 ﾠThe	 ﾠBusiness	 ﾠ
Directory	 ﾠof	 ﾠLondon,	 ﾠJ.S.C.	 ﾠMorris,	 ﾠLondon,	 ﾠ1884,	 ﾠp.744.	 ﾠViewed	 ﾠat	 ﾠ
http://www.historicaldirectories.org/hd/pageviewer.asp?pnum=744&zoom=-ﾭ‐
r%2B70&dn=LUL19022Btif&fn=	 ﾠlast	 ﾠaccessed	 ﾠon	 ﾠ24.5.13.	 ﾠ
65	 ﾠChemises,	 ﾠcamisoles	 ﾠand	 ﾠnightgowns	 ﾠsurvive	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠCeremonial	 ﾠDress	 ﾠCollection	 ﾠ–	 ﾠall	 ﾠare	 ﾠ
white	 ﾠand	 ﾠunembellished	 ﾠor	 ﾠtrimmed	 ﾠwith	 ﾠa	 ﾠnarrow	 ﾠband	 ﾠof	 ﾠlace.	 ﾠAll	 ﾠare	 ﾠembroidered	 ﾠwith	 ﾠ
Alexandra’s	 ﾠroyal	 ﾠcipher.	 ﾠ	 ﾠTwo	 ﾠof	 ﾠher	 ﾠpetticoats	 ﾠare	 ﾠin	 ﾠthe	 ﾠPowerhouse	 ﾠMuseum	 ﾠin	 ﾠSydney	 ﾠand	 ﾠa	 ﾠpair	 ﾠ
of	 ﾠher	 ﾠdrawers	 ﾠare	 ﾠin	 ﾠthe	 ﾠcollections	 ﾠof	 ﾠKent	 ﾠState	 ﾠUniversity	 ﾠin	 ﾠOhio.	 ﾠ	 ﾠ
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extremely interesting collection that includes not only some tailored items but 
also blouses, two dresses and a loose shirt which might be a piece of maternity 
wear although there is no provenance to claim this as a certainty.  In 1937, the 
Anderson Art Gallery in New York held an auction of clothes associated with 
Queen Alexandra.  Some 70 lots went under the hammer, 24 of which were 
purchased for what was to become the Costume Institute in the Metropolitan 
Museum and where they are held today.  Three others from the same auction 
were purchased by a private collector and subsequently gifted to the Royal 
Ontario Museum, Toronto.  The whereabouts of the rest are currently unknown.
66    
Other collections around the world have one or two pieces – for example the 
Powerhouse Museum in Sydney has a petticoat and a pair of boots, the national 
museum in Oslo owns a gown and a fur collared jacket and the Bunka Gauken 
Museum in Japan purchased two evening dresses of Alexandra’s dating to the 
early 1900s. Whilst access to all of the known survivals has been willingly 
granted, the reality of such access is more problematic, given the geographical 
spread.  I have been able to visit many of the collections over the period of this 
research both in the UK and abroad where possible.
67 
 
Related to the object but arguably forming an entirely separate and often 
complex body of information are the variety of museum records associated with 
the surviving garments.  The idiosyncratic nature of such documentation can 
pose challenges to the researcher.  Historically there was no standardised 
method of data entry for museum objects meaning that over the years different 
layers of information can build, needing careful decoding.
68  Descriptions can 
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66	 ﾠPart	 ﾠof	 ﾠmy	 ﾠearly	 ﾠresearch	 ﾠwas	 ﾠ(and	 ﾠcontinues)	 ﾠto	 ﾠbe	 ﾠthe	 ﾠpainstaking	 ﾠtask	 ﾠof	 ﾠcontacting	 ﾠas	 ﾠmany	 ﾠ
relevant	 ﾠAmerican	 ﾠinstitutions	 ﾠas	 ﾠpossible.	 ﾠ	 ﾠThere	 ﾠare	 ﾠmany	 ﾠhundreds	 ﾠof	 ﾠmuseums,	 ﾠheritage	 ﾠcentres	 ﾠ
and	 ﾠuniversities	 ﾠwith	 ﾠextensive	 ﾠcostume	 ﾠcollections.	 ﾠ	 ﾠTo	 ﾠassist	 ﾠme	 ﾠI	 ﾠhave	 ﾠused	 ﾠthe	 ﾠCostume	 ﾠSociety	 ﾠof	 ﾠ
America’s	 ﾠguide,	 ﾠQueen	 ﾠS	 ﾠ&	 ﾠBerger	 ﾠV,	 ﾠClothing	 ﾠand	 ﾠTextile	 ﾠCollections	 ﾠin	 ﾠthe	 ﾠUnited	 ﾠStates,	 ﾠTexas	 ﾠTech	 ﾠ
University	 ﾠPress,	 ﾠ2006	 ﾠas	 ﾠa	 ﾠreference	 ﾠfor	 ﾠits	 ﾠdetails	 ﾠof	 ﾠcontent	 ﾠand	 ﾠcontacts.	 ﾠ	 ﾠThis	 ﾠis	 ﾠa	 ﾠwork	 ﾠin	 ﾠ
progress.	 ﾠ
67	 ﾠThe	 ﾠcomplete	 ﾠcatalogue	 ﾠof	 ﾠAlexandra’s	 ﾠgarments	 ﾠforms	 ﾠAppendix	 ﾠ2	 ﾠof	 ﾠthis	 ﾠstudy.	 ﾠ
68	 ﾠAn	 ﾠexample	 ﾠof	 ﾠthese	 ﾠcomplexities	 ﾠwas	 ﾠfound	 ﾠin	 ﾠthe	 ﾠdocumentation	 ﾠof	 ﾠa	 ﾠState	 ﾠGown	 ﾠassociated	 ﾠwith	 ﾠ
Alexandra	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠToronto,	 ﾠaccession	 ﾠno.	 ﾠ942.12.2.	 ﾠ	 ﾠThe	 ﾠaccession	 ﾠcard	 ﾠstates	 ﾠ
that	 ﾠthis	 ﾠwas	 ﾠa	 ﾠgown	 ﾠworn	 ﾠby	 ﾠAlexandra	 ﾠon	 ﾠa	 ﾠvisit	 ﾠto	 ﾠPortugal	 ﾠin	 ﾠ1905.	 ﾠ	 ﾠThe	 ﾠauction	 ﾠcatalogue	 ﾠentry	 ﾠ	 ﾠ
of	 ﾠ1937	 ﾠfor	 ﾠthe	 ﾠsame	 ﾠdress	 ﾠstates	 ﾠit	 ﾠwas	 ﾠworn	 ﾠin	 ﾠ1874	 ﾠto	 ﾠthe	 ﾠwedding	 ﾠof	 ﾠGrand	 ﾠDuchess	 ﾠXenia.	 ﾠ	 ﾠ	 ﾠ
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vary hugely since so subjective a task is handled very differently by museum staff 
over different periods of time.  Whilst they must therefore be treated with caution, 
museum records can also reveal previously unknown details that add richness to 
the garment in question.
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Surviving accounts records form an important body of documentary evidence.  
Four volumes of accounting ledgers in the Royal Archive, contain wardrobe 
accounts listing suppliers used and sums paid.
70  As far as I can ascertain, these 
have not previously been used in a study of Alexandra’s life.  A similar collection 
of accounts relating to Queen Victoria are held at the National Archive.
71  These 
not only allow a comparison of patronage between the two women but also shed 
light on particularly the early years of Alexandra’s patterns of consumption in the 
UK.   
 
There are many surviving examples of private documentary evidence ranging 
from personal diaries such as Lady Geraldine Somerset’s in the Royal Archive
72 
and Lady Emily Kingscote’s journal of her trip to Russia as lady in waiting to 
Alexandra
73, to the Bridegman papers belonging to Lady Macclesfield
74 and 
archival collections in large stately homes such as Chatsworth. Despite the 
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However,	 ﾠXenia	 ﾠwas	 ﾠnot	 ﾠmarried	 ﾠuntil	 ﾠ1894.	 ﾠ	 ﾠHaving	 ﾠattempted	 ﾠto	 ﾠunravel	 ﾠthe	 ﾠvarious	 ﾠlayers	 ﾠof	 ﾠ
information	 ﾠthat	 ﾠthe	 ﾠmuseum	 ﾠhad	 ﾠretained	 ﾠalongside	 ﾠa	 ﾠdetailed	 ﾠstudy	 ﾠof	 ﾠthe	 ﾠstyling	 ﾠof	 ﾠthe	 ﾠgarment,	 ﾠ
my	 ﾠassessment	 ﾠwas	 ﾠthat	 ﾠit	 ﾠdated	 ﾠto	 ﾠc.1894.	 ﾠ	 ﾠThe	 ﾠresult	 ﾠwas	 ﾠthat	 ﾠthe	 ﾠmuseum	 ﾠupdated	 ﾠits	 ﾠrecords,	 ﾠ
revising	 ﾠthe	 ﾠinformation	 ﾠwhilst	 ﾠretaining	 ﾠthe	 ﾠoriginal	 ﾠdetails	 ﾠin	 ﾠorder	 ﾠthat	 ﾠthe	 ﾠstory	 ﾠof	 ﾠits	 ﾠacquisition	 ﾠ
remained	 ﾠin	 ﾠplace.	 ﾠ
69	 ﾠIn	 ﾠChapter	 ﾠ4	 ﾠthere	 ﾠis	 ﾠthe	 ﾠdescription	 ﾠof	 ﾠa	 ﾠplain	 ﾠevening	 ﾠdress	 ﾠnow	 ﾠin	 ﾠthe	 ﾠFashion	 ﾠMuseum,	 ﾠBath	 ﾠfor	 ﾠ
which	 ﾠthe	 ﾠaccession	 ﾠcard	 ﾠexplains	 ﾠthe	 ﾠmuseum’s	 ﾠaddition	 ﾠof	 ﾠa	 ﾠbeaded	 ﾠfringe	 ﾠto	 ﾠmake	 ﾠthe	 ﾠgarment	 ﾠ
suitably	 ﾠregal.	 ﾠ
70	 ﾠThe	 ﾠRoyal	 ﾠArchive	 ﾠ-ﾭ‐	 ﾠRA	 ﾠ
71	 ﾠThe	 ﾠNational	 ﾠArchive,	 ﾠKew	 ﾠ–	 ﾠthe	 ﾠseries	 ﾠof	 ﾠLC13	 ﾠ&	 ﾠLC14	 ﾠ
72	 ﾠThe	 ﾠRoyal	 ﾠArchive	 ﾠ–	 ﾠuncatalogued	 ﾠdiary	 ﾠ
73	 ﾠHoughton	 ﾠHouse,	 ﾠNorfolk.	 ﾠ	 ﾠAlthough	 ﾠlisted	 ﾠin	 ﾠAccess	 ﾠto	 ﾠArchives	 ﾠvia	 ﾠthe	 ﾠNational	 ﾠArchive	 ﾠit	 ﾠis	 ﾠnot	 ﾠ
currently	 ﾠavailable.	 ﾠ	 ﾠThe	 ﾠarchivist	 ﾠhas	 ﾠbeen	 ﾠunable	 ﾠto	 ﾠfind	 ﾠit	 ﾠalthough	 ﾠhe	 ﾠcan	 ﾠrecall	 ﾠwhat	 ﾠit	 ﾠlooks	 ﾠlike.	 ﾠ	 ﾠ
This	 ﾠis	 ﾠjust	 ﾠone	 ﾠexample	 ﾠof	 ﾠthe	 ﾠoccasional	 ﾠdifficulties	 ﾠencountered	 ﾠwhen	 ﾠtrying	 ﾠto	 ﾠaccess	 ﾠdifferent	 ﾠ
types	 ﾠof	 ﾠmaterial.	 ﾠ
74	 ﾠThe	 ﾠBridgeman	 ﾠPapers	 ﾠ–	 ﾠprivate	 ﾠcollection	 ﾠin	 ﾠthe	 ﾠpossession	 ﾠof	 ﾠViscount	 ﾠRobin	 ﾠBridgeman.	 ﾠ	 ﾠThese	 ﾠ
contain	 ﾠmany	 ﾠletters	 ﾠwritten	 ﾠby	 ﾠLady	 ﾠMacclesfield,	 ﾠone	 ﾠof	 ﾠAlexandra’s	 ﾠlongest	 ﾠserving	 ﾠladies-ﾭ‐in	 ﾠ
waiting.	 ﾠ	 ﾠWhilst	 ﾠI	 ﾠhave	 ﾠbeen	 ﾠgranted	 ﾠpermission	 ﾠto	 ﾠsee	 ﾠthese,	 ﾠViscount	 ﾠBridgman	 ﾠwanted	 ﾠfirst	 ﾠto	 ﾠ
catalogue	 ﾠhis	 ﾠfamily	 ﾠpapers	 ﾠand	 ﾠthis	 ﾠhas	 ﾠtaken	 ﾠseveral	 ﾠyears	 ﾠto	 ﾠdate	 ﾠmeaning	 ﾠthat	 ﾠthey	 ﾠhave	 ﾠnot	 ﾠbeen	 ﾠ
available	 ﾠin	 ﾠtime	 ﾠfor	 ﾠthis	 ﾠresearch.	 ﾠ	 ﾠ
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absence of a personal journal kept by Alexandra on a daily basis, there are, in 
the Royal Photographic Archive, a number of travel journals which she kept 
during her years as Queen Consort, recording some of her visits abroad.
75  
Although containing little in the way of her appearance, they nonetheless form 
one of the only surviving collections of her own writing.  Many volumes of 
correspondence between Alexandra and her sister Dagmar (1847-1928) survive 
in a Russian archive, but conditions of access and the fact they are written in 
Danish makes access impossible at this time.
76  Dr Jane Ridley, whilst revisiting 
the life of Edward for her biography Bertie came across some letters written by 
Alexandra and Dagmar in a Danish archive and was kind enough to share 
relevant sections of their content with me.  Coupled with the letters in Russia 
there are clearly some sources which have remained unfortunately unavailable at 
this time but which might be accessible at a later date. 
 
For contemporary interpretations of Alexandra and her appearance, The Queen, 
The Graphic and The Lady’s Realm amongst others ran regular court circular 
columns.
77  As well as generating a sense of where Alexandra was and what she 
was doing at any given time, the court circular often recorded what she was 
wearing.
78  These descriptions are valuable not only for their observations on 
dress but for determining the interests of their readership and thus the public 
appetite for Alexandra’s appearance.
79  This period also witnessed the growth of 
a particular kind of publication that satisfied a public interest in ‘accessible’ 
royalty.  Published volumes such as A Memento of the Marriage of Albert Edward 
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75	 ﾠRoyal	 ﾠPhotographic	 ﾠArchive	 ﾠ-ﾭ‐	 ﾠ	 ﾠWindsor,	 ﾠ
76	 ﾠOriginally	 ﾠthese	 ﾠwere	 ﾠin	 ﾠthe	 ﾠArchive	 ﾠof	 ﾠthe	 ﾠOctober	 ﾠRevolution	 ﾠin	 ﾠMoscow,	 ﾠbut	 ﾠnow	 ﾠhoused	 ﾠin	 ﾠthe	 ﾠ
State	 ﾠArchive	 ﾠof	 ﾠthe	 ﾠRussian	 ﾠFederation.	 ﾠ
77	 ﾠSee	 ﾠAppendix	 ﾠ6	 ﾠfor	 ﾠa	 ﾠrange	 ﾠof	 ﾠdescriptions	 ﾠof	 ﾠAlexandra’s	 ﾠclothing	 ﾠtaken	 ﾠfrom	 ﾠThe	 ﾠTimes	 ﾠand	 ﾠ
generated	 ﾠby	 ﾠthe	 ﾠCourt	 ﾠCircular.	 ﾠ	 ﾠThis	 ﾠoffers	 ﾠa	 ﾠflavour	 ﾠof	 ﾠthe	 ﾠway	 ﾠin	 ﾠwhich	 ﾠAlexandra’s	 ﾠappearance	 ﾠ
was	 ﾠbeing	 ﾠregularly	 ﾠreported	 ﾠin	 ﾠthe	 ﾠpress.	 ﾠ
78	 ﾠI	 ﾠhave	 ﾠbeen	 ﾠable	 ﾠto	 ﾠconstruct	 ﾠa	 ﾠnumber	 ﾠof	 ﾠappendices	 ﾠbased	 ﾠon	 ﾠresearch	 ﾠfrom	 ﾠsuch	 ﾠperiodicals.	 ﾠ	 ﾠFor	 ﾠ
example	 ﾠthis	 ﾠdata	 ﾠhas	 ﾠenabled	 ﾠan	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠstyle	 ﾠand	 ﾠuse	 ﾠof	 ﾠAlexandra’s	 ﾠevening	 ﾠdress	 ﾠover	 ﾠa	 ﾠ
given	 ﾠperiod,	 ﾠthe	 ﾠamount	 ﾠthat	 ﾠshe	 ﾠtravelled	 ﾠeach	 ﾠyear	 ﾠand	 ﾠher	 ﾠdestinations	 ﾠand	 ﾠthe	 ﾠregularity	 ﾠwith	 ﾠ
which	 ﾠher	 ﾠappearance	 ﾠwas	 ﾠreported	 ﾠin	 ﾠsuch	 ﾠperiodicals.	 ﾠ
79	 ﾠThe	 ﾠBritish	 ﾠLibrary	 ﾠitself	 ﾠand	 ﾠonline	 ﾠresources	 ﾠsuch	 ﾠas	 ﾠInternet	 ﾠArchive.org	 ﾠallow	 ﾠaccess	 ﾠto	 ﾠthe	 ﾠ
many	 ﾠpublished	 ﾠmemoirs	 ﾠof	 ﾠcontemporaries	 ﾠof	 ﾠAlexandra’s	 ﾠday;	 ﾠoften	 ﾠthese	 ﾠconsist	 ﾠof	 ﾠmembers	 ﾠof	 ﾠ
the	 ﾠupper	 ﾠclass,	 ﾠsometimes	 ﾠthose	 ﾠin	 ﾠthe	 ﾠinner	 ﾠcircle	 ﾠof	 ﾠRoyal	 ﾠapproval	 ﾠand	 ﾠcontain	 ﾠmany	 ﾠuseful	 ﾠand	 ﾠ
unique	 ﾠinsights	 ﾠnot	 ﾠbe	 ﾠfound	 ﾠelsewhere.	 ﾠ	 ﾠ
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Prince of Wales with HRH Princess Alexandra of Denmark describes across 139 
pages every detail of Edward’s and Alexandra’s day including guests, wedding 
gifts and preparations.
80 Arthur Beavan who was granted unrivalled, authorised 
access to the interior of Edward and Alexandra’s London residence, which he 
described extensively, published a ‘behind the scenes’ description of life in 
Marlborough House in 1896.
81  This type of published access to the monarchy 
was favoured by Edward who recognised that they needed to be more visible 
and is a useful form of documentation here.
82 
 
Additional to the surviving objects and paper archives, yet no less important, is 
the vast visual record that captures Alexandra at all stages of her life.  There is a 
large collection of photographs at the Royal Photographic Archive that feature 
Alexandra from her marriage, through her years as Princess of Wales and her 
reign as Queen.  These are divided into individual photographic portraits and 
those in which she appears as part of a group.
83  As a means of establishing the 
style which Alexandra displayed publicly, they are a vital source of evidence. The 
many portraits painted of Alexandra memorialising different occasions and 
different periods of her life form a further body of material and generate different 
public representations of the Princess and Queen.
84  Alexandra’s life, 
encompassing as it did, not only the advent of the photograph, but the moving 
image too, allows the opportunity to watch Alexandra in early examples of 
newsreel footage.
85  This type of material evidence allows an examination of 
how, as a woman, she wore and moved in her clothes; to move beyond the two 
dimensional photograph.  Given the many plaudits Alexandra received for her 
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80	 ﾠAnon,	 ﾠA	 ﾠMemento	 ﾠof	 ﾠthe	 ﾠMarriage	 ﾠof	 ﾠAlbert	 ﾠEdward	 ﾠPrince	 ﾠof	 ﾠWales	 ﾠwith	 ﾠHRH	 ﾠPrincess	 ﾠAlexandra	 ﾠof	 ﾠ
Denmark,	 ﾠC.J.	 ﾠCribb,	 ﾠLondon,	 ﾠ1863.	 ﾠ
81	 ﾠBeavan	 ﾠA,	 ﾠMarlborough	 ﾠHouse	 ﾠand	 ﾠits	 ﾠOccupants	 ﾠPresent	 ﾠand	 ﾠPast,	 ﾠF.V	 ﾠWhite,	 ﾠLondon,	 ﾠ1896.	 ﾠ
82	 ﾠJane	 ﾠ	 ﾠRidley	 ﾠquotes	 ﾠfrom	 ﾠa	 ﾠletter	 ﾠthat	 ﾠEdward	 ﾠwrote	 ﾠto	 ﾠhis	 ﾠmother	 ﾠin	 ﾠ1868	 ﾠthat	 ﾠemphasizes	 ﾠhis	 ﾠ
awareness	 ﾠof	 ﾠan	 ﾠaccessible	 ﾠmonarchy:	 ﾠ‘It	 ﾠwould	 ﾠdoubtless	 ﾠbe	 ﾠfar	 ﾠpleasanter	 ﾠfor	 ﾠus	 ﾠto	 ﾠlive	 ﾠmore	 ﾠin	 ﾠthe	 ﾠ
country	 ﾠbut	 ﾠas	 ﾠyou	 ﾠknow	 ﾠwe	 ﾠhave	 ﾠcertain	 ﾠduties	 ﾠto	 ﾠfulfill	 ﾠhere….your	 ﾠabsence	 ﾠfrom	 ﾠLondon	 ﾠrenders	 ﾠit	 ﾠ
more	 ﾠnecessary	 ﾠthat	 ﾠwe	 ﾠshould	 ﾠdo	 ﾠall	 ﾠwe	 ﾠcan.’	 ﾠ	 ﾠQuoted	 ﾠin	 ﾠRidley	 ﾠJ,	 ﾠBertie	 ﾠ–	 ﾠA	 ﾠLife	 ﾠof	 ﾠEdward	 ﾠVII,	 ﾠChatto	 ﾠ
&	 ﾠWindus,	 ﾠLondon,	 ﾠ2012,	 ﾠp.120.	 ﾠ
83	 ﾠRoyal	 ﾠPhotographic	 ﾠArchive	 ﾠ-ﾭ‐	 ﾠ	 ﾠ
84	 ﾠMost	 ﾠof	 ﾠthese	 ﾠportraits	 ﾠform	 ﾠpart	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠCollection.	 ﾠ
85	 ﾠThe	 ﾠBritish	 ﾠFilm	 ﾠInstitute	 ﾠand	 ﾠBritish	 ﾠPathé	 ﾠhold	 ﾠa	 ﾠvariety	 ﾠof	 ﾠnewsreels	 ﾠfeaturing	 ﾠAlexandra	 ﾠfrom	 ﾠ
the	 ﾠ1890s	 ﾠonwards.	 ﾠ	 ﾠ
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grace and elegance but also the knowledge of her limp and deafness, film 
footage presents a new element in the dissemination of Alexandra’s public image 
to a wider audience.
86 
 
Literature Review 
Secondary source material features texts across a range of themes and 
discourses and falls into groups of different literatures.  The broad scope of the 
primary material requires a cross disciplinary approach to the existing literature. 
As a methodological framework, a number of volumes of object based dress 
history exhibitions and corresponding books are a useful starting point.  Indeed, 
the field of dress history provides a substantial section of the literature included. 
Kay Staniland’s In Royal Fashion
87, the recent publication accompanying the 
eponymous exhibition The Messels: Six Generations of Dress and the V&A 
publication Style and Splendour featuring the clothes of Queen Maud of Norway, 
all offer an object led structure alongside debate concerning autobiography of 
dress and royal dress.  The aforementioned Queen of Fashion by Caroline 
Weber offers a model constructed around the life of a Queen and her clothing. 
 
There are several specific texts relating to royal dress, such as Valerie 
Cumming’s book Royal Dress and publications examining court dress and royal 
wedding dress, Splendour at Court and Royal Wedding Dresses, both by Nigel 
Arch and Joanna Marchsner.
88  The more recent publication Dressed to Rule by 
Philip Mansel explores themes of dress and power within monarchy from the 16
th 
century to the present day and as such presents a good overview of the context 
of dress and royal households.
89  This group also includes those publications that 
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86	 ﾠChapter	 ﾠ4	 ﾠexamines	 ﾠin	 ﾠmore	 ﾠdetail	 ﾠinstances	 ﾠof	 ﾠAlexandra	 ﾠdisguising	 ﾠor	 ﾠdiverting	 ﾠattention	 ﾠfrom	 ﾠ
her	 ﾠphysical	 ﾠappearance	 ﾠthrough	 ﾠcareful	 ﾠmanagement	 ﾠof	 ﾠdress.	 ﾠ
87	 ﾠStaniland	 ﾠK,	 ﾠIn	 ﾠRoyal	 ﾠFashion,	 ﾠMuseum	 ﾠof	 ﾠLondon	 ﾠPublications,	 ﾠLondon,	 ﾠ1997	 ﾠ
88	 ﾠCumming	 ﾠV,	 ﾠRoyal	 ﾠDress:	 ﾠThe	 ﾠImage	 ﾠand	 ﾠthe	 ﾠReality	 ﾠ–	 ﾠ1580	 ﾠto	 ﾠthe	 ﾠPresent	 ﾠDay,	 ﾠBatsford	 ﾠLtd,	 ﾠLondon,	 ﾠ
1989;	 ﾠArch	 ﾠN	 ﾠ&	 ﾠMarschner	 ﾠJ,	 ﾠSplendour	 ﾠat	 ﾠCourt	 ﾠ–	 ﾠDressing	 ﾠfor	 ﾠRoyal	 ﾠOccasions	 ﾠSince	 ﾠ1700,	 ﾠUnwin	 ﾠ
Hyman,	 ﾠLondon,	 ﾠ1987;	 ﾠArch	 ﾠN	 ﾠ&	 ﾠMarschner	 ﾠJ,	 ﾠRoyal	 ﾠWedding	 ﾠDresses,	 ﾠHistoric	 ﾠRoyal	 ﾠPalaces,	 ﾠSurrey,	 ﾠ
2003.	 ﾠ
89	 ﾠMansel	 ﾠP,	 ﾠDressed	 ﾠto	 ﾠRule	 ﾠ–	 ﾠRoyal	 ﾠand	 ﾠCourt	 ﾠCostume	 ﾠfrom	 ﾠLouis	 ﾠXIV	 ﾠto	 ﾠElizabeth	 ﾠII,	 ﾠYale	 ﾠUniversity	 ﾠ
Press,	 ﾠNew	 ﾠHaven	 ﾠ&	 ﾠLondon,	 ﾠ2005.	 ﾠ	 ﾠ
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consider specific elements of dress – for example fancy dress with texts such as 
Van Dyck in Check Trousers and Cynthia Cooper’s Magnificent Entertainments
90 
or tailoring which includes papers by Susan North on Redfern and Alison 
Matthews David considering riding habits.
91  Two key volumes that consider royal 
appearance in the context of adornment and jewellery add depth to this group of 
texts – The Queen’s Jewels by Leslie Field and The Royal Jewels by Suzy 
Menkes.
92  There are numbers of invaluable catalogues that record surviving 
objects of textiles and dress relevant to this project, including Luxton’s study of 
Royal Honiton Lace, the Royal Collection’s study of fans, Unfolding Pictures, Una 
Campbell’s study of ceremonial robes and continental catalogues of royal dress 
represented by Swedish and Danish authors – Hovets Drakter and Katia 
Johansen’s Royal Gowns forming two relatively recent examples.
93  These 
feature objects that are less easy to access – notably the jewels – and so a 
detailed catalogue such as those listed have allowed the integration of this 
material into the text despite their physical remoteness. 
 
Work by historians such as Lou Taylor, Studying Dress History and Establishing 
Dress History are valuable additions to the bibliography, examining some of the 
methodological tensions that have warranted discussion within the academic field 
of dress history and placing this study into its context.
94  A more generic work but 
one that makes some interesting points in this genre is Valerie Cummings’ 
Understanding Fashion History, which examines themes such as dress on 
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90	 ﾠStevenson	 ﾠS	 ﾠ&	 ﾠBennett	 ﾠH,	 ﾠVan	 ﾠDyck	 ﾠin	 ﾠCheck	 ﾠTrousers	 ﾠFancy	 ﾠDress	 ﾠin	 ﾠArt	 ﾠand	 ﾠLife	 ﾠ1700-ﾭ‐1900,	 ﾠ
Scottish	 ﾠNational	 ﾠPortrait	 ﾠGallery,	 ﾠEdinburgh,	 ﾠ1978;	 ﾠCooper	 ﾠC,	 ﾠMagnificent	 ﾠEntertainments	 ﾠ–	 ﾠFancy	 ﾠ
Dress	 ﾠBalls	 ﾠof	 ﾠCanada’s	 ﾠGovernors	 ﾠGeneral	 ﾠ1876-ﾭ‐1898,	 ﾠGoose	 ﾠLane	 ﾠEditions,	 ﾠNew	 ﾠBrunswick,	 ﾠ1997.	 ﾠ
91	 ﾠNorth	 ﾠS,	 ﾠ‘John	 ﾠRedfern	 ﾠand	 ﾠSons,	 ﾠ1847-ﾭ‐1892’	 ﾠin	 ﾠCostume,	 ﾠNumber	 ﾠ42,	 ﾠ2008,	 ﾠp.145-ﾭ‐146;	 ﾠMatthews	 ﾠ
David	 ﾠA,	 ﾠ‘Elegant	 ﾠAmazons:	 ﾠVictorian	 ﾠRiding	 ﾠHabits	 ﾠand	 ﾠthe	 ﾠFashionable	 ﾠHorsewoman’	 ﾠin	 ﾠVictorian	 ﾠ
Literature	 ﾠand	 ﾠCulture,	 ﾠ2002	 ﾠ
92	 ﾠField	 ﾠL,	 ﾠThe	 ﾠQueen’s	 ﾠJewels,	 ﾠHarry	 ﾠN.	 ﾠAbrams	 ﾠInc,	 ﾠNew	 ﾠYork,	 ﾠ1987;	 ﾠMenkes	 ﾠ	 ﾠS,	 ﾠThe	 ﾠRoyal	 ﾠJewels,	 ﾠ
Guild	 ﾠPublishing,	 ﾠLondon,	 ﾠ1985.	 ﾠ
93	 ﾠLuxton	 ﾠE	 ﾠ&	 ﾠFukuyama	 ﾠY,	 ﾠRoyal	 ﾠHoniton	 ﾠLace,	 ﾠBatsford,	 ﾠLondon,	 ﾠ1988;	 ﾠRoberts	 ﾠJ	 ﾠ(Ed),	 ﾠUnfolding	 ﾠ
Pictures	 ﾠ–	 ﾠFans	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠCollection,	 ﾠRoyal	 ﾠCollection	 ﾠEnterprises	 ﾠLtd,	 ﾠLondon,	 ﾠ2005;	 ﾠCampbell	 ﾠU,	 ﾠ
Robes	 ﾠof	 ﾠthe	 ﾠRealm	 ﾠ–	 ﾠ300	 ﾠYears	 ﾠof	 ﾠCeremonial	 ﾠDress,	 ﾠMichael	 ﾠO’Mara	 ﾠBooks	 ﾠLtd,	 ﾠLondon,	 ﾠ1989;	 ﾠ
Rangstrom	 ﾠL,	 ﾠHovets	 ﾠDraktor	 ﾠ(Royal	 ﾠCostume),	 ﾠLivrustkammaren,	 ﾠSweden,	 ﾠ1994;	 ﾠJohansen	 ﾠK,	 ﾠRoyal	 ﾠ
Gowns,	 ﾠRosenborg	 ﾠPalace,	 ﾠDenmark,	 ﾠ1990.	 ﾠ
94	 ﾠTaylor	 ﾠL,	 ﾠThe	 ﾠStudy	 ﾠof	 ﾠDress	 ﾠHistory,	 ﾠManchester	 ﾠUniversity	 ﾠPress,	 ﾠManchester	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ2002;	 ﾠ
Taylor	 ﾠL,	 ﾠEstablishing	 ﾠDress	 ﾠHistory,	 ﾠManchester	 ﾠUniversity	 ﾠPress,	 ﾠManchester	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ2004.	 ﾠ	 ﾠ
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display in museums and early dress collectors.
95  The Methodology Issue of 
Fashion Theory from 1998 presents a number of key papers that are particularly 
relevant to this project based upon dress history and the importance of objects.
96  
Giorgio Riello’s work noted earlier looking at fashion and material culture makes 
a valuable addition to the research. A volume missing from the bibliography is 
Veblen’s Theory of the Leisure Class.  Whilst the theories propounded by the 
economist are relevant both to the period and social strata, I do not find the 
notion of conspicuous consumption to be a useful one here.
97    There are a great 
many other publications that consider the theory of dress in more abstract terms 
which might offer some valuable contribution.  However, given that the focus of 
this project concerns a single woman’s choices of clothing I decided it would be 
unwise to apply too many theories to her motives without evidence to support her 
choices.  Alexandra’s voice is notable for its absence.  Only occasionally do her 
own words appear in the historiography and so it seemed imprudent to apply too 
many of these without a more prominent autobiographical voice.  
 
For a study of the theory behind some of the material culture issues, the seminal 
collection edited by Arjun Appadurai, The Social Life of Things: Commodities in 
Cultural Perspective makes an important addition to the literature, examining the 
biographical journeys that objects take over the course of their ‘life’ as 
commodity.
98  A useful introduction to material culture studies is History and 
Material Culture edited by Karen Harvey and including papers by Glenn 
Adamson and Giorgio Riello which demonstrate the rich diversity of the subject.
99 
Some methodological models are presented by Jules Prown in ‘Mind in Matter: 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
95	 ﾠCumming	 ﾠV,	 ﾠUnderstanding	 ﾠFashion	 ﾠHistory,	 ﾠBatsford,	 ﾠLondon,	 ﾠ2004.	 ﾠ
96	 ﾠFashion	 ﾠTheory	 ﾠ–	 ﾠThe	 ﾠJournal	 ﾠof	 ﾠDress,	 ﾠBody	 ﾠ&	 ﾠCulture,	 ﾠVolume	 ﾠ2,	 ﾠIssue	 ﾠ4,	 ﾠ1998.	 ﾠ
97	 ﾠVeblen’s	 ﾠideas,	 ﾠat	 ﾠtheir	 ﾠmost	 ﾠsimplified,	 ﾠmarginalise	 ﾠany	 ﾠsuggestion	 ﾠof	 ﾠfemale	 ﾠagency	 ﾠin	 ﾠappearance,	 ﾠ
relegating	 ﾠit	 ﾠinstead	 ﾠto	 ﾠthe	 ﾠrole	 ﾠof	 ﾠindicator	 ﾠto	 ﾠpatriarchal	 ﾠsuccess.	 ﾠ	 ﾠIt	 ﾠis	 ﾠalso	 ﾠnot	 ﾠan	 ﾠeconomic	 ﾠhistory.	 ﾠ	 ﾠ
As	 ﾠI	 ﾠhope	 ﾠmy	 ﾠthesis	 ﾠdemonstrates,	 ﾠAlexandra’s	 ﾠappearance	 ﾠwas	 ﾠa	 ﾠmore	 ﾠcomplex	 ﾠconstruct	 ﾠthan	 ﾠ
merely	 ﾠa	 ﾠshow	 ﾠof	 ﾠwealth.	 ﾠSee	 ﾠVeblen	 ﾠT,	 ﾠThe	 ﾠTheory	 ﾠof	 ﾠthe	 ﾠLeisure	 ﾠClass,	 ﾠOxford	 ﾠWorld	 ﾠClassics	 ﾠedition,	 ﾠ
Oxford,	 ﾠ2009.	 ﾠ
98	 ﾠAppadurai	 ﾠA	 ﾠ(Ed),	 ﾠThe	 ﾠSocial	 ﾠLife	 ﾠof	 ﾠThings	 ﾠ–	 ﾠCommodities	 ﾠin	 ﾠCultural	 ﾠPerspective,	 ﾠCambridge	 ﾠ
University	 ﾠPress,	 ﾠCambridge,	 ﾠ1986.	 ﾠ
99	 ﾠHarvey	 ﾠK	 ﾠ(Ed),	 ﾠHistory	 ﾠand	 ﾠMaterial	 ﾠCulture,	 ﾠRoutledge,	 ﾠLondon	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ2009.	 ﾠ	 ﾠ
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An Introduction to Material Culture Theory and Method’ first published in the 
Winterthur Portfolio in 1982.
100 
 
An indication that material culture studies have been integrated into popular 
culture more recently can be found in the publications by Edmund de Waal and 
Neil MacGregor.  McGregor’s book, written to accompany the ambitious Radio 4 
project considers The History of the World in 100 Objects whilst de Waal’s hugely 
popular book The Hare With Amber Eyes traced the social life of his family 
collection of Japanese netsuke across war torn Europe.
101  The popularity of both 
of these books should not detract from their contribution to material culture 
studies whilst at the same time proving that interest in telling stories through 
objects can be both extremely popular and add significantly to the published 
record. 
 
An analytical framework is essential in order to contextualise the objects.  Styles 
emphasises that: ‘without theories there can be no questions and no 
explanations.  It is essential that we address conceptual issues if we are to be 
clear-minded about what the history of dress is.’
102  The 1990s saw what 
Cumming termed an: ‘industrial outpouring’ of volumes that considered dress and 
appearance from a post-modern, feminist perspective.
103  Some of these offer a 
useful framework here in relation to the clothed body.  Of particular value in 
helping to consider Alexandra’s feminine but conversely masculinised figure are 
Joanne Entwistle’s The Fashioned Body and for its extremely grounded 
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 ﾠPrown	 ﾠJ,	 ﾠ‘Mind	 ﾠin	 ﾠMatter:	 ﾠAn	 ﾠIntroduction	 ﾠto	 ﾠMaterial	 ﾠCulture	 ﾠTheory	 ﾠand	 ﾠMethod’	 ﾠin	 ﾠThe	 ﾠ
Winterthur	 ﾠPortfolio,	 ﾠVolume	 ﾠ17,	 ﾠ1982.	 ﾠOn	 ﾠfirst	 ﾠencountering	 ﾠan	 ﾠobject	 ﾠin	 ﾠthe	 ﾠmuseum,	 ﾠI	 ﾠhave	 ﾠdevised	 ﾠ
a	 ﾠsystem	 ﾠbased	 ﾠupon	 ﾠPrown’s	 ﾠwhereby	 ﾠI	 ﾠanalyse	 ﾠit	 ﾠin	 ﾠsuch	 ﾠa	 ﾠway	 ﾠthat	 ﾠfirst	 ﾠencourages	 ﾠme	 ﾠto	 ﾠthink	 ﾠof	 ﾠ
the	 ﾠobject	 ﾠin	 ﾠterms	 ﾠof	 ﾠmaterial	 ﾠand	 ﾠconstruction	 ﾠonly	 ﾠbefore	 ﾠapplying	 ﾠthe	 ﾠlayers	 ﾠof	 ﾠcultural	 ﾠmeaning	 ﾠ
such	 ﾠas	 ﾠmaker,	 ﾠowner,	 ﾠprovenance	 ﾠand	 ﾠuse,	 ﾠsignificance	 ﾠand	 ﾠmeaningThis	 ﾠhas	 ﾠhelped	 ﾠme	 ﾠto	 ﾠapproach	 ﾠ
the	 ﾠvery	 ﾠdifferent	 ﾠobjects	 ﾠseen	 ﾠin	 ﾠas	 ﾠconsistent	 ﾠa	 ﾠway	 ﾠas	 ﾠpossible,	 ﾠgiven	 ﾠthe	 ﾠwildly	 ﾠdiffering	 ﾠnature	 ﾠof	 ﾠ
materials	 ﾠused,	 ﾠdates,	 ﾠcondition	 ﾠand	 ﾠmuseum	 ﾠrecording	 ﾠmethods.	 ﾠ
101	 ﾠMacGregor	 ﾠN,	 ﾠThe	 ﾠHistory	 ﾠof	 ﾠthe	 ﾠWorld	 ﾠin	 ﾠ100	 ﾠObjects,	 ﾠPenguin	 ﾠPaperbacks,	 ﾠLondon,	 ﾠ2012;	 ﾠde	 ﾠWaal	 ﾠ
E,	 ﾠThe	 ﾠHare	 ﾠWith	 ﾠAmber	 ﾠEyes	 ﾠ–	 ﾠA	 ﾠHidden	 ﾠInheritance,	 ﾠVintage	 ﾠBooks,	 ﾠLondon,	 ﾠ2011.	 ﾠ
102	 ﾠStyles	 ﾠJ,	 ﾠp.387	 ﾠ
103	 ﾠCumming	 ﾠV,	 ﾠp.39	 ﾠ	 ﾠ
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discussion of the gendered body, Diana Crane’s Fashion and its Social 
Agendas.
104 
 
From an anthropological perspective texts by Daniel Miller and Judith Attfield 
provide important cultural contexts that examine where ‘things’ fit into the human 
experience.  Besides Miller’s Stuff noted previously, there is in addition The 
Comfort of Things and offering a wider cultural angle Clothing as Material 
Culture.
105  Judith Attfield’s key text Wild Things adds immeasurably to this 
grouping for its sharp analysis of objects in our material world.
106  This is 
invaluable given the biographical subject matter for as Attfield points out: ‘It is not 
really about things in themselves, but about how people make sense of the world 
through physical objects.’
107  This reinforces the sense that in dealing with 
Alexandra’s clothing, significant though it has become for the purpose of this 
study, I am in fact examining what were, for her, everyday objects.  It is all too 
easy to forget this when analysing objects in the context of a museum – a space 
in which such objects are prized as rare survivals.  Thus Attfield and Miller in 
considering objects and more specifically clothing in a contemporary 
anthropological framework demand an approach that acknowledges the 
‘commonplace’ which might also define the material culture and attempt to view it 
as originally intended. 
 
A number of important contextual histories form a distinct grouping, although 
recent texts considering the social history of the super-elite in the second half of 
the 19
th century are scarce.  Leonore Davidoff’s The Best Circles remains one of 
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 ﾠEntwistle	 ﾠJ,	 ﾠThe	 ﾠFashioned	 ﾠBody:	 ﾠFashion,	 ﾠDress	 ﾠand	 ﾠModern	 ﾠSocial	 ﾠTheory,	 ﾠPolity	 ﾠPress,	 ﾠCambridge,	 ﾠ
2000;	 ﾠCrane	 ﾠD,	 ﾠFashion	 ﾠand	 ﾠits	 ﾠSocial	 ﾠAgendas	 ﾠ–	 ﾠClass,	 ﾠGender	 ﾠand	 ﾠIdentity	 ﾠin	 ﾠClothing,	 ﾠUniversity	 ﾠof	 ﾠ
Chicago	 ﾠPress,	 ﾠChicago	 ﾠ&	 ﾠLondon,	 ﾠ2000.	 ﾠ	 ﾠBoth	 ﾠof	 ﾠthese	 ﾠare	 ﾠparticularly	 ﾠvaluable	 ﾠin	 ﾠconsidering	 ﾠ
Alexandra’s	 ﾠtailored	 ﾠbody	 ﾠin	 ﾠChapter	 ﾠ3.	 ﾠ
105	 ﾠThere	 ﾠare	 ﾠonly	 ﾠone	 ﾠor	 ﾠtwo	 ﾠspecific	 ﾠexamples	 ﾠwhereby	 ﾠ‘signs	 ﾠ&	 ﾠsymbols’	 ﾠare	 ﾠrepresented	 ﾠin	 ﾠthe	 ﾠ
text,	 ﾠnamely	 ﾠthe	 ﾠmotifs	 ﾠon	 ﾠgarments	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠwedding	 ﾠlace	 ﾠand	 ﾠthe	 ﾠCoronation	 ﾠgown	 ﾠso	 ﾠin	 ﾠitself	 ﾠit	 ﾠ
is	 ﾠnot	 ﾠan	 ﾠapproach	 ﾠthat	 ﾠhas	 ﾠbeen	 ﾠdeveloped	 ﾠin	 ﾠdepth	 ﾠhere.	 ﾠ	 ﾠHowever,	 ﾠMiller’s	 ﾠanalyses	 ﾠencourage	 ﾠa	 ﾠ
wider	 ﾠexamination	 ﾠof	 ﾠthese	 ﾠthemes.	 ﾠ
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 ﾠMiller	 ﾠD,	 ﾠThe	 ﾠComfort	 ﾠof	 ﾠThings,	 ﾠPolity	 ﾠPress,	 ﾠCambridge,	 ﾠreprint	 ﾠ2009;	 ﾠKuchler	 ﾠS	 ﾠ&	 ﾠMiller	 ﾠD	 ﾠ(Eds),	 ﾠ
Clothing	 ﾠas	 ﾠMaterial	 ﾠCulture,	 ﾠBerg,	 ﾠOxford	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ2005;	 ﾠAttfield	 ﾠJ,	 ﾠWild	 ﾠThings:	 ﾠThe	 ﾠMaterial	 ﾠ
Culture	 ﾠof	 ﾠEveryday	 ﾠLife,	 ﾠBerg,	 ﾠOxford	 ﾠ7	 ﾠNew	 ﾠYork,	 ﾠ2000.	 ﾠ
107	 ﾠAttfield	 ﾠJ,	 ﾠp.1	 ﾠ	 ﾠ
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the best in its field but Bonnie Smith’s volume Ladies of the Leisure Class – The 
Bourgeoises of Northern France in the Nineteenth Century provides some points 
of interest relevant to this research.
108  However, these texts are rarities in the 
field.
109  Serious examination of how and why an upper class woman in the late 
19
th century chose dress, rather than simply what she wore is thinly represented 
in the published historiography of the period.
110 In one sense this makes detailed 
research difficult but in another it highlights a gap, which in part this project 
attempts to fill.  
 
Contextual works such as The Edwardian Era published by the Barbican Art 
Gallery and Paul Thompson’s The Edwardians – The Remaking of British Society 
places the otherworldly existence of royalty into its nineteenth and early twentieth 
century context.
111 From the perspective of consumption, Alison Adburgham’s 
Shops and Shopping is still a key publication in its field with Rappaport’s 
Shopping for Pleasure adding to the historiography.
112  Adburgham’s unrivalled 
empirical approach to identifying key retailers in London during the period goes 
some way to unravelling the complexities of that world.
113  Very few texts have 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
108	 ﾠDavidoff	 ﾠL,	 ﾠThe	 ﾠBest	 ﾠCircles:	 ﾠSociety,	 ﾠEtiquette	 ﾠand	 ﾠthe	 ﾠSeason,	 ﾠThe	 ﾠCresset	 ﾠLibrary,	 ﾠLondon,	 ﾠ1986;	 ﾠ
Smith	 ﾠB,	 ﾠLadies	 ﾠof	 ﾠthe	 ﾠLeisure	 ﾠClass	 ﾠ–	 ﾠThe	 ﾠBourgeoises	 ﾠof	 ﾠNorthern	 ﾠFrance	 ﾠin	 ﾠthe	 ﾠNineteenth	 ﾠCentury,	 ﾠ
Princeton	 ﾠUniversity	 ﾠPress,	 ﾠNew	 ﾠJersey,	 ﾠ1981.	 ﾠSmith’s	 ﾠanalysis	 ﾠof	 ﾠcontemporary	 ﾠ19th	 ﾠcentury	 ﾠdress	 ﾠis,	 ﾠ
I	 ﾠwould	 ﾠmaintain,	 ﾠan	 ﾠover-ﾭ‐simplified	 ﾠone	 ﾠbut	 ﾠis	 ﾠuseful	 ﾠas	 ﾠa	 ﾠcomparison	 ﾠin	 ﾠthis	 ﾠmore	 ﾠdress-ﾭ‐centric	 ﾠ
study.	 ﾠ
109	 ﾠWhilst	 ﾠmuseum	 ﾠexhibitions	 ﾠoften	 ﾠfeature	 ﾠhigh	 ﾠstatus	 ﾠcouture	 ﾠof	 ﾠthe	 ﾠlate	 ﾠ19th	 ﾠand	 ﾠearly	 ﾠ20th	 ﾠ
centuries,	 ﾠparticularly	 ﾠif	 ﾠthey	 ﾠoriginate	 ﾠfrom	 ﾠhouses	 ﾠsuch	 ﾠas	 ﾠWorth,	 ﾠan	 ﾠintellectual	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠ
women	 ﾠwho	 ﾠwore	 ﾠthem	 ﾠis	 ﾠmore	 ﾠdifficult	 ﾠto	 ﾠfind.	 ﾠThe	 ﾠV&A	 ﾠpublication	 ﾠNineteenth	 ﾠCentury	 ﾠFashion	 ﾠin	 ﾠ
Detail	 ﾠlooks	 ﾠat	 ﾠconstruction	 ﾠdetails	 ﾠof	 ﾠsuch	 ﾠgarments	 ﾠ–	 ﾠsee	 ﾠJohnson	 ﾠL,	 ﾠNineteenth	 ﾠCentury	 ﾠFashion	 ﾠin	 ﾠ
Detail,	 ﾠV&A	 ﾠPublications,	 ﾠLondon,	 ﾠ2005.	 ﾠ	 ﾠSimilar	 ﾠvisual	 ﾠfeasts	 ﾠcan	 ﾠbe	 ﾠfound	 ﾠin	 ﾠReeder	 ﾠJ,	 ﾠHigh	 ﾠStyle:	 ﾠ
Masterworks	 ﾠfrom	 ﾠthe	 ﾠBrooklyn	 ﾠMuseum	 ﾠCostume	 ﾠCollection	 ﾠat	 ﾠthe	 ﾠMetropolitan	 ﾠMuseum	 ﾠof	 ﾠArt,	 ﾠ
Metropolitan	 ﾠMuseum	 ﾠof	 ﾠArt	 ﾠPublications,	 ﾠNew	 ﾠYork,	 ﾠ2010	 ﾠand	 ﾠFukai	 ﾠA	 ﾠ(Ed),	 ﾠFashion	 ﾠ–	 ﾠA	 ﾠHistory	 ﾠfrom	 ﾠ
the	 ﾠ18th	 ﾠto	 ﾠthe	 ﾠ20th	 ﾠCentury,	 ﾠThe	 ﾠCollection	 ﾠof	 ﾠthe	 ﾠKyoto	 ﾠCostume	 ﾠInstitute,	 ﾠTaschen,	 ﾠLondon,	 ﾠ2002	 ﾠ
110	 ﾠA	 ﾠcritical	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠaristocratic	 ﾠclass	 ﾠduring	 ﾠthis	 ﾠperiod	 ﾠis	 ﾠpresented	 ﾠin	 ﾠCannadine	 ﾠD,	 ﾠThe	 ﾠ
Decline	 ﾠand	 ﾠFall	 ﾠof	 ﾠthe	 ﾠBritish	 ﾠAristocracy,	 ﾠVintage	 ﾠBooks	 ﾠReprint,	 ﾠRandom	 ﾠHouse	 ﾠInc,	 ﾠNew	 ﾠYork,	 ﾠ1999.	 ﾠ
111	 ﾠBeckett	 ﾠJ	 ﾠ&	 ﾠCherry	 ﾠD	 ﾠ(Eds),	 ﾠThe	 ﾠEdwardian	 ﾠEra,	 ﾠPhaidon	 ﾠPress	 ﾠ&	 ﾠBarbican	 ﾠArt	 ﾠGallery,	 ﾠLondon,	 ﾠ
1987;	 ﾠThompson	 ﾠP,	 ﾠThe	 ﾠEdwardians	 ﾠ–	 ﾠThe	 ﾠRemaking	 ﾠof	 ﾠBritish	 ﾠSociety,	 ﾠRoutledge,	 ﾠLondon	 ﾠ&	 ﾠNew	 ﾠ
York,	 ﾠ1992.	 ﾠ
112	 ﾠAdburgham	 ﾠA,	 ﾠShops	 ﾠand	 ﾠShopping	 ﾠ1800-ﾭ‐1914,	 ﾠBarrie	 ﾠ&	 ﾠJenkins,	 ﾠLondon,	 ﾠ1989;	 ﾠRappaport	 ﾠE,	 ﾠ
Shopping	 ﾠfor	 ﾠPleasure:	 ﾠWomen	 ﾠin	 ﾠthe	 ﾠMaking	 ﾠof	 ﾠLondon’s	 ﾠWest	 ﾠEnd,	 ﾠPrinceton	 ﾠUniversity	 ﾠPress,	 ﾠ
Princeton	 ﾠ&	 ﾠOxford,	 ﾠ2000.	 ﾠ
113	 ﾠBeing	 ﾠable	 ﾠto	 ﾠunderstand	 ﾠboth	 ﾠthe	 ﾠspecialisms	 ﾠoffered	 ﾠby	 ﾠsuch	 ﾠa	 ﾠdiversity	 ﾠof	 ﾠestablishments	 ﾠand	 ﾠ
the	 ﾠgeographical	 ﾠlocations	 ﾠof	 ﾠsome	 ﾠof	 ﾠthose	 ﾠstores	 ﾠthat	 ﾠAlexandra	 ﾠpatronised	 ﾠhelps	 ﾠto	 ﾠbuild	 ﾠa	 ﾠpattern	 ﾠ
of	 ﾠindividual	 ﾠconsumption	 ﾠthat	 ﾠis	 ﾠimpossible	 ﾠto	 ﾠreplicate	 ﾠtoday.	 ﾠ	 ﾠ
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considered the realities of 19
th century clothes shopping and there is a huge gap 
in the published record concerning individual dressmakers who populated areas 
such as Hanover Square in their hundreds.  This too helps to situate my study on 
the margins of a seriously under-researched field.
114  Similarly publications that 
consider the logistics of 19
th century travel and more specifically royal travel are 
almost non-existent.  David Duff looked at Queen Victoria’s experiences of travel 
in Victoria Travels
115 and more recently the Royal Collection published a souvenir 
volume of The Royal Tour but these remain the exception to the rule.
116  The 
practicalities of luggage are a neglected area with little serious study to date
117 as 
is the sensitive theme of royal laundry for which I could find no published 
account.
118  What this particular grouping of publications demonstrates is the 
scarcity of both primary research and secondary literature within these sections, 
which this project may to some degree address. 
 
Biographies and autobiographies proliferate forming a large and important group 
of texts.  Those relating to Alexandra herself have been noted above but the 
many biographies of other members of her immediate family are significant also.  
Concerning Edward, Philip Magnus’s volume King Edward the Seventh was 
perhaps the most comprehensive traditional biography but the recent publication 
of Bertie by Jane Ridley offers a fresh interpretation of Alexandra’s husband.
119  
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 ﾠThe	 ﾠappendix	 ﾠwhich	 ﾠincludes	 ﾠthe	 ﾠgeographical	 ﾠlocation	 ﾠof	 ﾠAlexandra’s	 ﾠlisted	 ﾠsuppliers	 ﾠis	 ﾠone	 ﾠ
example	 ﾠof	 ﾠsuch	 ﾠempirical	 ﾠlegwork	 ﾠwhich	 ﾠreveals	 ﾠmuch	 ﾠabout	 ﾠthe	 ﾠpurchase	 ﾠand	 ﾠconsumption	 ﾠof	 ﾠ
dress	 ﾠin	 ﾠthis	 ﾠcontext.	 ﾠ	 ﾠSee	 ﾠChapter	 ﾠ6	 ﾠfor	 ﾠa	 ﾠdetailed	 ﾠanalysis	 ﾠof	 ﾠthis.	 ﾠ
115	 ﾠDuff	 ﾠD,	 ﾠVictoria	 ﾠTravels	 ﾠ–	 ﾠJourneys	 ﾠof	 ﾠQueen	 ﾠVictoria	 ﾠbetween	 ﾠ1830	 ﾠand	 ﾠ1900,	 ﾠFrederick	 ﾠMuller	 ﾠLtd,	 ﾠ
London,	 ﾠ1970.	 ﾠ
116	 ﾠDe	 ﾠGuitaut	 ﾠC,	 ﾠThe	 ﾠRoyal	 ﾠTour,	 ﾠRoyal	 ﾠCollection	 ﾠPublications,	 ﾠLondon,	 ﾠ2009.	 ﾠ	 ﾠThis	 ﾠvolume	 ﾠlooks	 ﾠ
specifically	 ﾠat	 ﾠQueen	 ﾠElizabeth	 ﾠII’s	 ﾠCommonwealth	 ﾠTours	 ﾠfrom	 ﾠthe	 ﾠ1950s	 ﾠonwards.	 ﾠ
117	 ﾠAn	 ﾠunpublished	 ﾠMA	 ﾠthesis	 ﾠprovided	 ﾠone	 ﾠof	 ﾠthe	 ﾠonly	 ﾠanalyses	 ﾠof	 ﾠthis	 ﾠarea.	 ﾠ	 ﾠSee	 ﾠContreras	 ﾠV,	 ﾠPacking	 ﾠ
in	 ﾠfashion:	 ﾠA	 ﾠmaterial	 ﾠculture	 ﾠstudy	 ﾠof	 ﾠthe	 ﾠLouis	 ﾠVuitton	 ﾠtrunk	 ﾠ–	 ﾠ1875-ﾭ‐1914,	 ﾠunpublished	 ﾠMA	 ﾠThesis,	 ﾠ
University	 ﾠof	 ﾠBrighton,	 ﾠ2011.	 ﾠ
118	 ﾠOne	 ﾠof	 ﾠthe	 ﾠonly	 ﾠpublications	 ﾠto	 ﾠconsider	 ﾠthe	 ﾠcare	 ﾠof	 ﾠclothes	 ﾠin	 ﾠthe	 ﾠVictorian	 ﾠperiod,	 ﾠalthough	 ﾠ
without	 ﾠany	 ﾠroyal	 ﾠconnection,	 ﾠis	 ﾠ35	 ﾠyears	 ﾠold	 ﾠbut	 ﾠremains	 ﾠthe	 ﾠsole	 ﾠevaluation	 ﾠof	 ﾠthis	 ﾠarea.	 ﾠ	 ﾠIt	 ﾠis	 ﾠ
Walkley	 ﾠC	 ﾠand	 ﾠFoster	 ﾠV,	 ﾠCrinolines	 ﾠand	 ﾠCrimping	 ﾠIrons.	 ﾠ	 ﾠVictorian	 ﾠClothes:	 ﾠHow	 ﾠThey	 ﾠWere	 ﾠCleaned	 ﾠand	 ﾠ
Cared	 ﾠFor,	 ﾠPeter	 ﾠOwen,	 ﾠLondon,	 ﾠ1978.	 ﾠ
119	 ﾠMagnus	 ﾠP,	 ﾠKing	 ﾠEdward	 ﾠthe	 ﾠSeventh,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1964;	 ﾠRidley	 ﾠJ,	 ﾠBertie,	 ﾠChatto	 ﾠ&	 ﾠWindus,	 ﾠ
2012.	 ﾠ	 ﾠ
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Pope-Hennessy’s biography Queen Mary (1867-1953)
120 offers insight from the 
perspective of Alexandra’s daughter-in-law whilst at the other end of the 
generational spectrum many volumes exist that consider Queen Victoria.  These 
range from the extremes of Arnstein’s succinct and Strachey’s traditional Queen 
Victoria.
121  The first decades of the twentieth century saw the publication of a 
number of memoirs, recalling aristocratic and court life of Alexandra’s heyday.  
The prominence of the Princess of Wales and later Queen in Society merits her 
inclusion in many of these, offering snapshots of her public life.  Consuelo 
Vanderbilt’s The Glitter and the Gold, Clement Kinloch-Cooke’s memoir of 
Princess Mary Adelaide and Lady Randolph Churchill’s recollections all offer 
insights of value here.
122  Unable to access many of Alexandra’s own written 
material given the location of the sources and the language, the variety of 
biographies and memoirs have helped to shape different perspectives of 
Alexandra from those in her immediate familial and social circle. 
 
These examples form a part of the literature considered in this project. Overall it 
is an eclectic mix.  Unlike projects which examine evidence grouped in a single 
place, both the material culture at the heart of this research and the 
historiography that underpins it is scattered both in geographic terms and 
scholarly ones.  The objects are dispersed around the world and the supporting 
literature is figuratively dispersed across a range of disciplines.  As such it might 
be argued that the project could suffer as a result – that it might risk becoming 
fragmented.  I would maintain, however, that it is the biography of the woman at 
its heart which provides a consistent narrative thread.  Constrained to the 
boundaries of Alexandra’s own lifetime, this project provides a unique opportunity 
to reunite the disparate elements of these stories.  Its diversity is its strength and 
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 ﾠPope-ﾭ‐Hennessy	 ﾠJ,	 ﾠQueen	 ﾠMary,	 ﾠGeorge	 ﾠAllen	 ﾠ&	 ﾠUnwin,	 ﾠLondon,	 ﾠ1959.	 ﾠ
121	 ﾠArnstein	 ﾠW,	 ﾠQueen	 ﾠVictoria,	 ﾠPalgrave	 ﾠMacmillan,	 ﾠHampshire,	 ﾠ2003;	 ﾠStrachey	 ﾠL,	 ﾠQueen	 ﾠVictoria,	 ﾠ
Chatto	 ﾠ&	 ﾠWindus,	 ﾠLondon,	 ﾠ1921	 ﾠ
122	 ﾠVanderbilt	 ﾠBalsan	 ﾠC,	 ﾠThe	 ﾠGlitter	 ﾠand	 ﾠthe	 ﾠGold,	 ﾠGeorge	 ﾠMann,	 ﾠMaidstone,	 ﾠ1973;	 ﾠKinloch-ﾭ‐Cooke	 ﾠC,	 ﾠA	 ﾠ
Memoir	 ﾠof	 ﾠPrincess	 ﾠMary	 ﾠAdelaide	 ﾠDuchess	 ﾠof	 ﾠTeck	 ﾠbased	 ﾠon	 ﾠher	 ﾠprivate	 ﾠdiaries	 ﾠand	 ﾠletters,	 ﾠJohn	 ﾠ
Murrary,	 ﾠLondon,	 ﾠ1900;	 ﾠCornwallis-ﾭ‐West	 ﾠJ,	 ﾠThe	 ﾠReminiscences	 ﾠof	 ﾠLady	 ﾠRandolph	 ﾠChurchill,	 ﾠCedric	 ﾠ
Chivers	 ﾠLtd,	 ﾠBath,	 ﾠ1973.	 ﾠ	 ﾠ
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the inter-disciplinary approach does, I hope, succeed in demonstrating the 
significance of the object to a biographical subject or as Riello describes it: 
‘Objects should not be used as mere illustrations to pre-established 
interpretations. On the contrary, artefacts should be used to propose interpretive 
hypotheses that documents or other written and visual sources are unable to 
provide’
123 This is what I hope to achieve. 
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Chapter 1 
‘I shall wear exactly what I like...’ 
Ceremonial dress in the life of Queen Alexandra 
 
Introduction 
In 1902, Sir Arthur Ellis, Equerry to the King, recorded one of his encounters with 
the new Queen as preparations for the coronation of Edward VII gathered pace.  
The matter of Alexandra’s dress for the ceremony had thrown courtiers into a 
quandary as issues of protocol and precedent swirled around court.  Alexandra 
however, felt no such pressures, when she wrote to the King’s equerry: ‘I know 
better than all the milliners and antiquaries, I shall wear exactly what I like and so 
will all my ladies – Basta!’
1  After 38 years as Queen-in-waiting, Alexandra’s time 
had arrived and she revelled in her new position.  The change from Princess of 
Wales to Queen was notable enough to have been remarked upon by Lord Esher 
in his journal, when he wrote: ‘It is queer, her determination to have her own way.  
As Princess of Wales she was never, so she says, allowed to do as she chose. 
‘Now I do as I like’ is the sort of attitude.’
2  The unwritten intimation in this entry is 
that Alexandra was perhaps being rather disingenuous here in suggesting that 
hitherto such decisions had never been her own to make.  But in reality how far 
was this really the case?  This chapter will consider the degree of agency that 
Alexandra  was  able  to  exert  over  her  choice  of  dress  at  such  key  public 
occasions. It will reference in particular two ceremonials at which she was the 
central and arguably most observed figure: her wedding and her Coronation.
3  
More  than  any  other  surviving  garments,  these  two  have  the  most 
comprehensive  records  charting  the  commissioning  of  the  garments,  their 
manufacture, their impact on the day seen from a variety of perspectives and 
their  afterlife  culminating  with  their  modern  status  of  museum  object.
4   It  is 
therefore  possible  to  build  a  much  more  complete  narrative  of  the  garments 
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1	 ﾠEsher	 ﾠR,	 ﾠJournals	 ﾠand	 ﾠLetters	 ﾠVol	 ﾠ1,	 ﾠNicholson	 ﾠ&	 ﾠWatson,	 ﾠLondon	 ﾠ1934,	 ﾠp.318	 ﾠ
2	 ﾠEsher,	 ﾠp.373	 ﾠ
3	 ﾠThe	 ﾠwedding	 ﾠof	 ﾠEdward	 ﾠand	 ﾠAlexandra	 ﾠtook	 ﾠplace	 ﾠon	 ﾠMarch	 ﾠ10	 ﾠ1863	 ﾠwhilst	 ﾠthe	 ﾠCoronation	 ﾠwas	 ﾠ
held	 ﾠon	 ﾠAugust	 ﾠ9	 ﾠ1902.	 ﾠ	 ﾠAlexandra	 ﾠwas	 ﾠaged	 ﾠ19	 ﾠand	 ﾠ58	 ﾠrespectively.	 ﾠ
4	 ﾠBoth	 ﾠgarments	 ﾠare	 ﾠnow	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠCeremonial	 ﾠDress	 ﾠCollection	 ﾠin	 ﾠKensington	 ﾠPalace,	 ﾠLondon	 ﾠ	 ﾠ
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themselves  and  the  people  surrounding  them  –  those  responsible  for  their 
creation  and  care  as  well  as  those  who  observed  them  and  recorded  their 
thoughts for posterity. 
 
Before embarking on a more detailed analysis of these two high profile events, I 
will consider the wider context of Alexandra’s approach to ceremonial dressing in 
a more general sense.  How she appeared for occasions such as the Opening of 
Parliament and the formal presentations that were the Drawing Rooms
5 will help 
to  inform  the  interrogation  of  the  more  detailed  case  study  surrounding 
Alexandra’s gowns worn for her marriage and Edward’s accession to the throne.   
 
The  chapter  will  consider  each  garment  and  so  each  event  in  turn.    This 
chronological approach permits a comparative analysis of the objects and how 
Alexandra’s own approach to such public ceremonials changed over time.  From 
the preparation of the wedding trousseau to the remodelling of the wedding gown 
days after the ceremony to the embroidery of the Coronation dress and weaving 
of the velvet robe, here the micro-history will inform and enlarge upon the wider 
context.  The  methodological  approach  adopted  by  Jules  Prown  for  the 
interpretation of material culture stands as a useful point of departure for this 
task.
6  Such close analysis permits the opportunity to examine how Alexandra 
approached  issues  of  patriotism  and  patronage  as  a  means  of  disseminating 
something of herself through the public and in these instances ritualised nature of 
her appearance.   
 
An analysis of Alexandra’s approach to mourning dress will be examined here 
too.    Although  not  perhaps  defined  as  ceremonial  inasmuch  as  it  is  not 
connected  with  a  single  or  specific  occasion,  it  is  of  course  highly  ritualised.  
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5	 ﾠAfternoon	 ﾠDrawing	 ﾠRooms	 ﾠwere	 ﾠan	 ﾠimportant	 ﾠpart	 ﾠof	 ﾠthe	 ﾠLondon	 ﾠSeason	 ﾠproviding	 ﾠthe	 ﾠupper	 ﾠ
classes	 ﾠthe	 ﾠopportunity	 ﾠto	 ﾠpresent	 ﾠtheir	 ﾠdaughters	 ﾠto	 ﾠthe	 ﾠQueen.	 ﾠ	 ﾠAlexandra	 ﾠoften	 ﾠattended	 ﾠand	 ﾠ
occasionally	 ﾠacted	 ﾠon	 ﾠthe	 ﾠQueen’s	 ﾠbehalf	 ﾠat	 ﾠthe	 ﾠceremonies.	 ﾠ
6	 ﾠPrown	 ﾠJ,	 ﾠ‘Mind	 ﾠin	 ﾠMatter:	 ﾠAn	 ﾠIntroduction	 ﾠto	 ﾠMaterial	 ﾠCulture	 ﾠTheory	 ﾠand	 ﾠMethod’,	 ﾠThe	 ﾠWinterthur	 ﾠ
Portfolio,	 ﾠVol	 ﾠ15,	 ﾠ1982.	 ﾠ	 ﾠHere,	 ﾠPrown	 ﾠoutlines	 ﾠa	 ﾠprocess	 ﾠof	 ﾠobject	 ﾠanalysis	 ﾠwhich,	 ﾠif	 ﾠfollowed	 ﾠin	 ﾠ
sequence	 ﾠshould,	 ﾠhe	 ﾠmaintains,	 ﾠallow	 ﾠan	 ﾠauthentic	 ﾠinterpretation	 ﾠof	 ﾠthe	 ﾠobject	 ﾠin	 ﾠquestion	 ﾠ	 ﾠ
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During  the  Victorian  period  and  particularly  after  Prince  Albert’s  death,  the 
codification of mourning dress was extremely complex.  Royalty had to observe 
different  degrees  of  mourning  to  cover  the  full  range  of  dynastic  European 
familial  connections.    Thus  Alexandra’s  wardrobe  had  to  be  prepared  for  all 
eventualities. 
 
Traditional biographies to date have described these occasions, such seminal 
moments in Alexandra’s life, in great detail.  Without exception they refer to the 
gowns worn by the new Princess of Wales and new Queen Consort respectively 
but  surprisingly  little  research  has  been  conducted  by  any  of  them  into  the 
objects  themselves.    This  is  a  notable  omission  but  arguably  a  common  one 
within traditional biographical approaches.  Georgio Riello has suggested that: 
‘the difficulty of connecting objects with narratives could be seen as a problem of 
size: while objects make small statements, narratives tend to do the opposite.’
7  
So,  in  a  sense  the  garments  have  been  somewhat  neglected  in  the  many 
previous accounts.  By centralising the material culture here, the angle of the 
narrative  changes  and  so  offers  a  re-casting  of  those  accepted  chronicles.  
Promoting  the  role  of  the  object,  Riello  argues:  ‘Material  artefacts  with  their 
multifarious meanings, their innate opaqueness and their difficult heuristic nature 
remind us that history is always producing but has still a great deal more to do 
before covering all the corners of human experience.’
8 
 
These two garments arguably frame the rest of Alexandra’s sartorial life – the 
wedding dress which introduced her image to the world and the coronation gown 
which  proclaimed  her  ascendancy  to  the  throne  as  consort  and  so  to  a  new 
position in her life.  As such they can test the extent to which material objects but 
specifically  here,  dress,  is  or  is  not  autobiographical.      Neither  of  the  two 
garments studied in depth here, have ever been analysed together before.  Yet 
as key moments in the life of Queen Alexandra, at which she was arguably for 
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7	 ﾠRiello	 ﾠG,	 ﾠ‘Things	 ﾠthat	 ﾠshape	 ﾠhistory	 ﾠ–	 ﾠmaterial	 ﾠculture	 ﾠand	 ﾠhistorical	 ﾠnarrative’	 ﾠin	 ﾠHarvey	 ﾠK	 ﾠ(Ed),	 ﾠ
History	 ﾠand	 ﾠMaterial	 ﾠCulture,	 ﾠRoutledge,	 ﾠLondon	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ2009,	 ﾠp.43	 ﾠ	 ﾠ
8	 ﾠRiello	 ﾠG,	 ﾠp.43	 ﾠ	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both,  the  central  most  sought  after  figure,  they  represent  a  clear  and  visual 
snapshot of these two important public celebrations.  This chapter allows, for the 
first  time,  a  detailed  analysis,  a  focussed  case  study  that  captures  many 
important elements, both of Alexandra as a woman, as a Queen and the ways in 
which dress history can inform and illuminate the story.  
 
State & Ceremony 
Established over centuries, the expectations of Royal apparel for State occasions 
were less flexible, less susceptible to the whims of the individual.  Alan Mansfield 
points out in his comprehensive book, Ceremonial Costume that: ‘many of our 
now cherished sartorial institutions were introduced during the eighteenth and 
nineteenth centuries’
9 maintaining a highly codified etiquette of dress.  Given her 
position as the most prominent Royal woman after the Queen and later as Queen 
Consort herself, Alexandra experienced the full range of British upper class pomp 
and  pageantry  from  the  rigours  of  Court  presentation  to  the  award  of  Royal 
orders. These traditions bound the monarchy and its court, reinforcing the social 
hierarchy through repetitive tradition.  According to Lucien Bély: ‘Dans le système 
monarchique,  des  ceremonies  solennelles  les  marquent  la  majesté’.  [In  the 
monarchical system, solemn ceremonies are a mark of majesty].
10   
 
There  is  only  one  material  survival
11 directly  associated  with  Alexandra  to 
exemplify her approach to these most rigid of establishment occasions, but there 
is  no  shortage  of  contemporary  observations  that  recorded  for  posterity  the 
choice in dress of Princess and Queen.
12  Of particular rigidity during Victoria’s 
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9	 ﾠMansfield	 ﾠA,	 ﾠCeremonial	 ﾠCostume,	 ﾠA&C	 ﾠBlack,	 ﾠLondon,	 ﾠ1980,	 ﾠp.xv	 ﾠ
10	 ﾠBély	 ﾠL,	 ﾠ‘Les	 ﾠCours	 ﾠEuropéennes’	 ﾠin	 ﾠArizzoli-ﾭ‐Clémentel	 ﾠP	 ﾠ&	 ﾠGorguet	 ﾠBallesteros	 ﾠP	 ﾠ(Eds),	 ﾠFastes	 ﾠde	 ﾠ
Cour	 ﾠet	 ﾠCeremonies	 ﾠRoyales,	 ﾠRéunion	 ﾠdes	 ﾠMusées	 ﾠNationaux,	 ﾠParis,	 ﾠ2009,	 ﾠp.23.	 ﾠ	 ﾠThis	 ﾠpublication	 ﾠis	 ﾠ
both	 ﾠconference	 ﾠproceedings	 ﾠand	 ﾠcatalogue	 ﾠfollowing	 ﾠan	 ﾠeponymous	 ﾠexhibition	 ﾠat	 ﾠthe	 ﾠPalace	 ﾠof	 ﾠ
Versailles	 ﾠand	 ﾠis	 ﾠa	 ﾠvaluable	 ﾠoverview	 ﾠof	 ﾠthe	 ﾠEuropean	 ﾠcourt	 ﾠsystem	 ﾠfrom	 ﾠ1650	 ﾠto	 ﾠ1800.	 ﾠ
11	 ﾠA	 ﾠdress	 ﾠbelonging	 ﾠto	 ﾠAlexandra	 ﾠwas	 ﾠworn	 ﾠto	 ﾠthe	 ﾠwedding	 ﾠof	 ﾠher	 ﾠniece,	 ﾠXenia,	 ﾠin	 ﾠ1894.	 ﾠ	 ﾠThis	 ﾠwas	 ﾠa	 ﾠ
State	 ﾠImperial	 ﾠwedding	 ﾠin	 ﾠRussia	 ﾠand	 ﾠis	 ﾠnow	 ﾠin	 ﾠthe	 ﾠcollections	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠToronto	 ﾠ
and	 ﾠwill	 ﾠbe	 ﾠconsidered	 ﾠin	 ﾠsome	 ﾠdetail.	 ﾠ	 ﾠ
12	 ﾠMany	 ﾠof	 ﾠthe	 ﾠcontemporary	 ﾠperiodicals	 ﾠand	 ﾠsome	 ﾠnewspapers	 ﾠregularly	 ﾠcarried	 ﾠreports	 ﾠof	 ﾠ
Alexandra’s	 ﾠdress	 ﾠat	 ﾠmany	 ﾠoccasions.	 ﾠ	 ﾠIn	 ﾠaddition,	 ﾠthe	 ﾠaccounts	 ﾠof	 ﾠindividuals	 ﾠattendant	 ﾠat	 ﾠmany	 ﾠof	 ﾠ
these	 ﾠceremonial	 ﾠevents	 ﾠoften	 ﾠrecord	 ﾠwhat	 ﾠAlexandra	 ﾠwore	 ﾠas	 ﾠdemonstrated	 ﾠbelow.	 ﾠ	 ﾠLocating	 ﾠsuch	 ﾠ	 ﾠ
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reign,  was  the  ritual  of  court  presentation.
13   The  ‘Drawing  Room’  was  first 
established in the 18
th century: ‘It is said that Queen Charlotte, King George III’s 
consort, was the first queen to place on a regular basis the practice of having 
girls  presented  to  her  at  the  Drawing  Room,  a  sign  that  they  had  entered 
Society.’
14 (Fig. 1.1) 
 
The newly wed Princess of Wales attended her first Drawing Room two months 
after  her  wedding,  an  occasion  which  warranted  a  far  larger  than  usual 
attendance  at  court,  amounting  to  over  2000  attendees  and  more  than  500 
presentations.
15   So  early  in  her  duties  as  a  professional  Royal,  Alexandra 
projected an image that appeared safe and unchallenging as she endured the 
rigours of the Victorian Court: ‘The carriages stretched from Harley Street to St 
James’s Palace and it took four hours for the company to pass the throne.  The 
Princess wore white silk trimmed with Honiton lace, looped with white lilac and 
bore the ordeal with great grace and spirit.’
16 
 
White  was  the  colour  of  Court  presentation,  certainly  for  the  debutantes  who 
queued  for  their  long-awaited  curtsey.    Alexandra’s  choice  of  white  was, 
however,  also  an  indication  of  her  own  recent  introduction  and  her  status  as 
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private	 ﾠaccounts	 ﾠwhich	 ﾠoften	 ﾠcontain	 ﾠonly	 ﾠa	 ﾠline	 ﾠor	 ﾠtwo	 ﾠis	 ﾠproblematic	 ﾠand	 ﾠthere	 ﾠare	 ﾠdoubtless	 ﾠmany	 ﾠI	 ﾠ
do	 ﾠnot	 ﾠknow	 ﾠabout	 ﾠbut	 ﾠI	 ﾠhave	 ﾠendeavoured	 ﾠto	 ﾠuncover	 ﾠas	 ﾠmany	 ﾠas	 ﾠpossible.	 ﾠ
13	 ﾠWhilst	 ﾠthe	 ﾠaristocracy	 ﾠhad	 ﾠpartaken	 ﾠin	 ﾠa	 ﾠform	 ﾠof	 ﾠformal	 ﾠattendance	 ﾠat	 ﾠcourt	 ﾠfor	 ﾠcenturies,	 ﾠthe	 ﾠ
etiquette	 ﾠof	 ﾠformal	 ﾠpresentation	 ﾠto	 ﾠthe	 ﾠmonarch	 ﾠreached	 ﾠnew	 ﾠand	 ﾠcomplex	 ﾠheights	 ﾠin	 ﾠthe	 ﾠmid	 ﾠto	 ﾠlate	 ﾠ
nineteenth	 ﾠcentury.	 ﾠThe	 ﾠregulations	 ﾠgoverning	 ﾠthe	 ﾠcorrect	 ﾠapparel	 ﾠgive	 ﾠsome	 ﾠmeasure	 ﾠof	 ﾠthe	 ﾠcodified	 ﾠ
ritual	 ﾠof	 ﾠthe	 ﾠDrawing	 ﾠRoom;	 ﾠ‘Ladies	 ﾠattending	 ﾠHer	 ﾠMajesty’s	 ﾠDrawing	 ﾠRooms	 ﾠmust	 ﾠappear	 ﾠin	 ﾠfull	 ﾠ
court	 ﾠdress	 ﾠwith	 ﾠTrains	 ﾠand	 ﾠPlumes	 ﾠaccording	 ﾠto	 ﾠregulation.	 ﾠ	 ﾠFeathers	 ﾠmust	 ﾠbe	 ﾠworn	 ﾠso	 ﾠthat	 ﾠthey	 ﾠcan	 ﾠ
be	 ﾠclearly	 ﾠseen	 ﾠon	 ﾠapproaching	 ﾠHer	 ﾠMajesty,	 ﾠwith	 ﾠWhite	 ﾠVeils	 ﾠor	 ﾠLappets.	 ﾠ	 ﾠColoured	 ﾠFeathers	 ﾠare	 ﾠ
inadmissible,	 ﾠbut	 ﾠin	 ﾠdeep	 ﾠmourning	 ﾠBlack	 ﾠFeathers	 ﾠmay	 ﾠbe	 ﾠworn.	 ﾠ	 ﾠWhite	 ﾠGloves	 ﾠonly	 ﾠare	 ﾠto	 ﾠbe	 ﾠworn,	 ﾠ
excepting	 ﾠin	 ﾠcase	 ﾠof	 ﾠmourning,	 ﾠwhen	 ﾠBlack	 ﾠor	 ﾠGrey	 ﾠgloves	 ﾠare	 ﾠadmissible.	 ﾠ	 ﾠHigh	 ﾠSquare-ﾭ‐cut	 ﾠGowns	 ﾠ
cannot	 ﾠbe	 ﾠconsidered	 ﾠ‘Full	 ﾠDress’	 ﾠand	 ﾠare	 ﾠnot	 ﾠadmitted	 ﾠat	 ﾠcourt.	 ﾠ	 ﾠIn	 ﾠcases	 ﾠof	 ﾠdelicate	 ﾠhealth,	 ﾠHer	 ﾠ
Majesty	 ﾠis	 ﾠpleased	 ﾠto	 ﾠdispense	 ﾠwith	 ﾠthe	 ﾠabove	 ﾠregulation.	 ﾠ	 ﾠIt	 ﾠis	 ﾠnecessary	 ﾠfor	 ﾠladies	 ﾠwho	 ﾠwish	 ﾠto	 ﾠ
appear	 ﾠin	 ﾠ‘High	 ﾠDress’	 ﾠto	 ﾠobtain	 ﾠHer	 ﾠMajesty’s	 ﾠpermission	 ﾠthrough	 ﾠthe	 ﾠLord	 ﾠChamberlain.	 ﾠ	 ﾠThis	 ﾠ
application	 ﾠmust	 ﾠalways	 ﾠbe	 ﾠaccompanied	 ﾠby	 ﾠa	 ﾠMedical	 ﾠCertificate.’	 ﾠ	 ﾠPublished	 ﾠby	 ﾠthe	 ﾠLord	 ﾠ
Chamberlain	 ﾠin	 ﾠ1883,	 ﾠquoted	 ﾠin	 ﾠCampbell	 ﾠU,	 ﾠRobes	 ﾠof	 ﾠthe	 ﾠRealm,	 ﾠMichael	 ﾠO’Mara	 ﾠBooks	 ﾠLtd,	 ﾠLondon,	 ﾠ
1989,	 ﾠp.83	 ﾠ	 ﾠ	 ﾠ
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 ﾠSplendour	 ﾠat	 ﾠCourt:	 ﾠDressing	 ﾠfor	 ﾠRoyal	 ﾠOccasions	 ﾠSince	 ﾠ1700,	 ﾠUnwin	 ﾠHyman,	 ﾠ
London	 ﾠ&	 ﾠSydney,	 ﾠ1987,	 ﾠp.11	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15	 ﾠFigures	 ﾠquoted	 ﾠin	 ﾠCumming	 ﾠV,	 ﾠRoyal	 ﾠDress,	 ﾠBatsford,	 ﾠLondon,	 ﾠp.132	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 ﾠTooley	 ﾠS,	 ﾠThe	 ﾠLife	 ﾠof	 ﾠQueen	 ﾠAlexandra,	 ﾠHodder	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 ﾠStoughton,	 ﾠLondon,	 ﾠ1902,	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newly presented in her own role.  The similarity too between the silk and lace of 
her  first  court  presentation  and  the  same  combination  for  her  wedding  dress, 
allowed a large and influential group of people to see the new Princess of Wales 
as  the  much  anticipated  bride.    In  spite  of  her  formal  role  as  the  monarch’s 
representative,  Alexandra  was  subtly  exhibiting  her  ability  to  both  rise  to  the 
occasion and endear herself to a large audience as both bride and debutante. 
 
Forty five years later, Alexandra presided over court presentations in her own 
right (Fig. 1.2). The 1908 directives governing the accepted codes of ladies’ 
dress at court presentations appeared virtually unchanged from those earlier 
regulations of Queen Victoria, an indication perhaps of the value that Alexandra 
placed on such highly ritualised occasions.  She did, however, take steps to 
facilitate some of the more trying elements of formal presentation which had, 
over the years, become subject to some ridicule in the British Press.
17  In 1901 
shortly after Queen Victoria’s death the following appeal was printed in the 
Illustrated London News:  
When we attend a Drawing Room 
We want to wear our evening bloom 
For evening sheds a gentle ray 
That makes amends for cruel day 
O Gracious Queen, give kindly light 
And let us flock to you by night.
18 
 
Perhaps Alexandra was influenced by the appeal, but she certainly accepted the 
sense  of  its  message  and  the  logistical  details  of  court  presentation  were 
simplified considerably.
19  The Queen reinforced the tradition of white for ladies’ 
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17	 ﾠFor	 ﾠevery	 ﾠidealised	 ﾠimage	 ﾠof	 ﾠa	 ﾠdignified	 ﾠand	 ﾠtranquil	 ﾠevent	 ﾠsuch	 ﾠas	 ﾠthat	 ﾠof	 ﾠArthur	 ﾠHopkins	 ﾠand	 ﾠS	 ﾠ
Begg,	 ﾠthere	 ﾠwas	 ﾠanother	 ﾠillustrating	 ﾠscenes	 ﾠof	 ﾠchaos	 ﾠand	 ﾠmayhem.	 ﾠ	 ﾠCertainly,	 ﾠat	 ﾠthe	 ﾠheight	 ﾠof	 ﾠ
Victoria’s	 ﾠreign,	 ﾠCourt	 ﾠPresentation	 ﾠwas	 ﾠoften	 ﾠregarded	 ﾠambiguously	 ﾠas	 ﾠboth	 ﾠa	 ﾠtreat	 ﾠand	 ﾠa	 ﾠtrial.	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18	 ﾠQuoted	 ﾠin	 ﾠArch	 ﾠN	 ﾠ&	 ﾠMarschner	 ﾠJ,	 ﾠSplendour	 ﾠat	 ﾠCourt,	 ﾠUnwin	 ﾠHyman	 ﾠLtd,	 ﾠLondon,	 ﾠ1987,	 ﾠp.100	 ﾠ
19	 ﾠThis	 ﾠincluded	 ﾠa	 ﾠchange	 ﾠto	 ﾠevening	 ﾠcourts.	 ﾠA	 ﾠnewly	 ﾠdecorated	 ﾠBuckingham	 ﾠPalace	 ﾠaccommodated	 ﾠ
these	 ﾠrevisions.	 ﾠ	 ﾠThe	 ﾠaddition	 ﾠof	 ﾠelectric	 ﾠlighting	 ﾠand	 ﾠelaborate	 ﾠhangings	 ﾠwere	 ﾠall	 ﾠdesigned	 ﾠto	 ﾠ‘.throw	 ﾠ
into	 ﾠgreater	 ﾠprominence	 ﾠthe	 ﾠscarlet	 ﾠuniforms	 ﾠof	 ﾠofficials	 ﾠin	 ﾠmarked	 ﾠcontrast	 ﾠto	 ﾠthe	 ﾠwhite	 ﾠplumes	 ﾠand	 ﾠ
veils	 ﾠof	 ﾠthe	 ﾠladies.’	 ﾠQuoted	 ﾠin	 ﾠArch	 ﾠ&	 ﾠMarschner,	 ﾠp.105	 ﾠ	 ﾠ
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presentations, which once again she perpetuated through her own garments.  At 
the second court of 1903: ‘Queen Alexandra chose to wear ‘white satin covered 
with soft silver spangled chiffon’ which set off very well the sash of the Order of 
the Garter and the Queen’s splendid diamonds.’
20 She was wearing white, but 
with a twist.  She demonstrated her innate ability to offer a degree of affinity with 
those observing her whilst simultaneously setting herself apart.  
 
In 1903, the Queen had spent two years working on such ceremonial splendour.  
On February 14 1901, however, she was faced with her first significant state 
occasion  only  a  matter  of  weeks  after  the  accession,  the  State  Opening  of 
Parliament.  Dating as far back as the 16
th century, the monarch’s ceremonial 
association with the official recommencement of government was and remains a 
significant date on the parliamentary calendar.
21  For Alexandra this was her first 
opportunity to stand before the nation as Queen alongside her husband (Fig. 
1.3).  Her  appearance  and  bearing  certainly  left  an  impression  on  one 
contemporary observer:  
Their dresses have a certain resemblance, a subtle union of masculine 
and feminine magnificence.  In the Queen’s dress, signs of mourning 
appear more distinctly and veil the strong contrasts of colour.  On her 
head is a tiny, almost toylike crown of diamonds, and underneath it a 
sweeping black veil.  Masculine eyes hardly grasp the subtle blending 
of black and purple in the long robe and the Garter worn high up on the 
left arm.  But the Queen’s bearing is a thing to which no eye, however 
careless, can be indifferent.  It is a touch of poetry, a feminine appeal 
which wins every heart.
22   
 
Similarly, Lady Monkswell who was in attendance on that day recorded her own 
impression: ‘They looked a perfect blaze of colour, and the light was turned on at 
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20	 ﾠQuoted	 ﾠin	 ﾠArch	 ﾠ&	 ﾠMarschner,	 ﾠp.105	 ﾠ
21	 ﾠFollowing	 ﾠthe	 ﾠdevastating	 ﾠfire	 ﾠwhich	 ﾠdestroyed	 ﾠthe	 ﾠold	 ﾠPalace	 ﾠof	 ﾠWestminster	 ﾠin	 ﾠ1834,	 ﾠthe	 ﾠnew	 ﾠ
buildings	 ﾠwere	 ﾠconstructed	 ﾠpartly	 ﾠwith	 ﾠthis	 ﾠevent	 ﾠin	 ﾠmind,	 ﾠthe	 ﾠmonarch	 ﾠprocessing	 ﾠfrom	 ﾠBuckingham	 ﾠ
Palace	 ﾠto	 ﾠthe	 ﾠHouses	 ﾠof	 ﾠParliament	 ﾠto	 ﾠdon	 ﾠthe	 ﾠRobes	 ﾠof	 ﾠState	 ﾠand	 ﾠdeliver	 ﾠa	 ﾠSpeech	 ﾠto	 ﾠthe	 ﾠHouse.	 ﾠSee	 ﾠ
http://www.parliament.uk/about/how/occasions/stateopening	 ﾠfor	 ﾠa	 ﾠsummary	 ﾠof	 ﾠthe	 ﾠoccasion	 ﾠand	 ﾠ
its	 ﾠrole	 ﾠin	 ﾠparliament.	 ﾠ	 ﾠAccessed	 ﾠon	 ﾠ23.11.12.	 ﾠ
22	 ﾠLondon	 ﾠof	 ﾠToday	 ﾠ–	 ﾠA	 ﾠHandbook	 ﾠfor	 ﾠthe	 ﾠSeason	 ﾠ1902,	 ﾠSimpkin,	 ﾠMarshall,	 ﾠHamilton,	 ﾠAdams,	 ﾠKent	 ﾠ&	 ﾠCo,	 ﾠ
London,	 ﾠ1902,	 ﾠp.63	 ﾠ	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the same moment so that we could see it all.’
23  With an astute touch of the 
theatrical, Alexandra’s apparent synergy of appearance with her husband gave to 
the world the first indication of her intentions: as consort she would be prominent.  
At this, their first state engagement since the death of Queen Victoria, Queen 
Alexandra harmonised her clothes to blend with those of her husband declaring 
the share of partnership and power which, if not to be manifested in practice 
could at least be played out sartorially.
24 
 
Whilst  Queen  Alexandra  might  have  been  adept  at  rising  majestically  to  a 
ceremonial occasion, donning suitable attire at all times, she was not held in 
thrall by its rigidity.  On February 12 1901, a month after the death of Queen 
Victoria, King Edward VII took a most unusual ceremonial step with the highest of 
the  Royal  Orders  in  his  gift  –  the  Order  of  the  Garter.    Lesley  Field,  in  her 
detailed analysis of royal jewels and insignias writes: ‘King Edward VII issued a 
special statute under the seal of the Order that conferred on Queen Alexandra 
the ‘title and dignity of a Lady of that most Noble Order, and fully authorising Her 
Majesty to wear the Insignia thereof’’.
25  The Order of the Garter had not been 
conferred upon a female who was not the monarch for more than four centuries, 
the last holder being Henry VII’s mother Margaret Beaufort.  Edward’s decision 
was  not  without  its  critics.    Ridley’s  recently  published  biography  of  ‘Bertie’ 
records:  ‘when  the  Herald  raised  objections  about  placing  her  banner  in  St 
George’s Chapel, alleging that women were not admitted to the order, the King 
curtly ordered him to do it.’
26  Alexandra’s response to this honour has not been 
recorded, but her approach to the Order as adornment has: 
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 ﾠCollier	 ﾠE.C.F	 ﾠ(Ed),	 ﾠA	 ﾠVictorian	 ﾠDiarist	 ﾠ–	 ﾠExtracts	 ﾠfrom	 ﾠthe	 ﾠJournals	 ﾠof	 ﾠMary,	 ﾠLady	 ﾠMonkswell	 ﾠ1873-ﾭ‐
1909,	 ﾠJohn	 ﾠMurrary,	 ﾠLondon,	 ﾠ1946,	 ﾠp.83	 ﾠ
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 ﾠThe	 ﾠEdwardian	 ﾠperiod	 ﾠitself	 ﾠis	 ﾠone,	 ﾠwhich	 ﾠhas	 ﾠgenerated	 ﾠvaried	 ﾠscholarly	 ﾠresponses.	 ﾠ	 ﾠJohn	 ﾠHoole	 ﾠ
wrote	 ﾠthat	 ﾠit	 ﾠ‘is	 ﾠa	 ﾠperiod	 ﾠwhich	 ﾠhas	 ﾠalso	 ﾠattracted	 ﾠan	 ﾠincreasingly	 ﾠglamorous	 ﾠarray	 ﾠof	 ﾠmisconceptions’.	 ﾠ	 ﾠ
The	 ﾠrelatively	 ﾠshort	 ﾠspan	 ﾠof	 ﾠEdward’s	 ﾠreign	 ﾠfalling	 ﾠbetween	 ﾠthe	 ﾠlength	 ﾠof	 ﾠhis	 ﾠmother’s	 ﾠtime	 ﾠas	 ﾠQueen	 ﾠ
and	 ﾠthe	 ﾠawfulness	 ﾠof	 ﾠthe	 ﾠGreat	 ﾠWar	 ﾠhas	 ﾠlent	 ﾠthe	 ﾠdecade	 ﾠa	 ﾠfaux	 ﾠsense	 ﾠof	 ﾠcalm	 ﾠbefore	 ﾠthe	 ﾠstorm	 ﾠthat	 ﾠ
was	 ﾠto	 ﾠfollow.	 ﾠ	 ﾠSee	 ﾠHoole	 ﾠJ	 ﾠin	 ﾠBeckett	 ﾠJ	 ﾠ&	 ﾠCherry	 ﾠD,	 ﾠThe	 ﾠEdwardian	 ﾠEra,	 ﾠPhaidon	 ﾠPress,	 ﾠOxford,	 ﾠ1988,	 ﾠ
p.7	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 ﾠField	 ﾠL,	 ﾠThe	 ﾠQueen’s	 ﾠJewels,	 ﾠHarry	 ﾠN.	 ﾠAbrams	 ﾠInc,	 ﾠNew	 ﾠYork,	 ﾠ1987,	 ﾠp.183	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 ﾠRidley	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 ﾠBertie,	 ﾠa	 ﾠLife	 ﾠof	 ﾠEdward	 ﾠVII,	 ﾠChatto	 ﾠ&	 ﾠWindus,	 ﾠLondon,	 ﾠ2012,	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the Queen apparently viewed the Garter as a piece of jewellery rather 
than an honour.  On one occasion the royal family and the members of 
the Household were all waiting for her to appear for an Evening Court at 
Buckingham Palace.  When she finally entered the drawing room the 
King immediately noticed that she had pinned her diamond Garter Star 
on the right side of her bodice instead of the left.  When questioned she 
replied that she thought it looked nicer that way.  Trying hard to restrain 
his  temper,  the  King  asked  her  to  go  back  upstairs  and  put  it  on 
properly, as the Order of the Garter was not simply a beautiful ornament 
and must be worn correctly.
27 
 
Just  as  she  rejected  the  traditional  associations  of  wearing  uniform,
28 it  is 
possible that this transgressive act was a means of defying to some small degree 
the  long  held  traditions  of  British  ceremony;  upholding  them  where  and  when 
necessary  but  just  occasionally  demonstrating  her  own  agency  with  a  little 
defiance. 
 
Mourning Dress 
From amongst Queen Mary’s papers, catalogued by the Royal Archive after her 
death, two sheets of paper reveal some of the details pertaining to her mother-in-
law’s wardrobe.  When Queen Alexandra died in 1925, her dresser Mrs Giltrap 
provided Queen Mary with an inventory of those garments still in her care.  The 
colour palette of these gowns is testament to that which had been adopted by 
Alexandra from the early 1890s following the death of her son Albert Victor.
29  In 
her list, Mrs Giltrap records: 3 Good Black Spangled Court Gowns; One High Blk 
&  Steel  Gown  worn  at  functions;  Many  other  good  black  dresses  left  in  the 
wardrobe.’
30  The other gowns all fall into the category of half-mourning: greys, 
lilacs and creams, rejecting the brighter colours of her youth. 
 
The complexities of mourning dress operated as a signifier of association: ‘The 
social importance of the deceased was indicated by the degree of mourning: the 
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 ﾠField	 ﾠL,	 ﾠp.183	 ﾠ
28	 ﾠSee	 ﾠthe	 ﾠtailoring	 ﾠchapter	 ﾠfor	 ﾠa	 ﾠmore	 ﾠdetailed	 ﾠexplanation	 ﾠof	 ﾠthis	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 ﾠSee	 ﾠChapter	 ﾠ4	 ﾠon	 ﾠEvening	 ﾠDress	 ﾠfor	 ﾠgreater	 ﾠdetail	 ﾠrelating	 ﾠto	 ﾠcolour	 ﾠand	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 ﾠand	 ﾠhalf	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length of time mourning was worn (and thus restricted social intercourse), the 
kind of clothing and accessories and the numbers and station of members of the 
household who went into mourning.’
31  For royalty this was compounded by the 
number of dynastic associations across the continent that might plunge the court 
into mourning with great frequency.
32 
 
Alexandra’s keen eye to appropriate attire guaranteed her conformity as far as 
mourning etiquette was concerned.  Such was its significance at this date that to 
do  otherwise  would  have  been  unthinkable:  ‘During  the  1850-1890  period 
mourning became such a cult that hardly anyone dared defy it.  It was like the 
story of  ‘The Emperor’s New Clothes’ – few were bold enough to speak openly 
against  it.    Mourning  wear  was  considered  so  essential  a  part  of  a  lady’s 
wardrobe that upper-class women were never without it.’
33  Specialist sections of 
department stores catered to these complex requirements but there were also 
large establishments that specialised in the apparatus and apparel associated 
with Victorian grief such as Jay’s General Mourning House established on Regent 
Street  in  1841.    However,  Jay’s  did  not  have  the  monopoly  on  such  wares: 
‘Pugh’s Mourning Warehouse opened at 173 Regent Street in 1849; and Peter 
Robinson opened a Court and General Mourning House at 256, 258, 260 & 262 
Regent Street which became affectionately known as Black Peter Robinson’s.’
34  
There  is  not,  however,  a  record  of  any  particular  association  with  any  of  the 
specialist mourning warehouses.  None of her surviving garments bear the label 
of any of the well known establishments and the wardrobe accounts similarly do 
not list either Jay’s, Pugh’s or Robinson’s as premises patronised by Alexandra.  
It is probable that for deep mourning, Alexandra relied on the larger department 
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 ﾠDavidoff	 ﾠL,	 ﾠThe	 ﾠBest	 ﾠCircles	 ﾠ–	 ﾠSociety,	 ﾠEtiquette	 ﾠand	 ﾠthe	 ﾠSeason,	 ﾠCentury	 ﾠHutchinson	 ﾠLtd,	 ﾠLondon,	 ﾠ
1986	 ﾠedition,	 ﾠp.54	 ﾠ
32	 ﾠSee	 ﾠMarie	 ﾠMallett’s	 ﾠfrustration	 ﾠnoted	 ﾠin	 ﾠChapter	 ﾠ2	 ﾠwhen,	 ﾠhaving	 ﾠtravelled	 ﾠto	 ﾠBalmoral	 ﾠwith	 ﾠnew	 ﾠ
tweed	 ﾠsuits,	 ﾠthe	 ﾠdeath	 ﾠof	 ﾠthe	 ﾠKing	 ﾠof	 ﾠPortugal	 ﾠprevented	 ﾠtheir	 ﾠbeing	 ﾠworn.	 ﾠ
33	 ﾠTaylor	 ﾠL,	 ﾠMourning	 ﾠDress	 ﾠ–	 ﾠA	 ﾠCostume	 ﾠand	 ﾠSocial	 ﾠHistory,	 ﾠGeorge	 ﾠAllen	 ﾠ&	 ﾠUnwin,	 ﾠLondon,	 ﾠ1983,	 ﾠ
p.122	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34	 ﾠAdburgham	 ﾠA,	 ﾠShops	 ﾠ&	 ﾠShopping	 ﾠ1800-ﾭ‐1914,	 ﾠBarrie	 ﾠ&	 ﾠJenkins,	 ﾠLondon,	 ﾠ1989,	 ﾠp.67	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stores that feature with greater regularity in the pages of the accounts ledgers, or 
even her favourite couturiers for evening and court mourning.
35   
 
The  first  stage  of  mourning,  which  required  the  wearing  of  black  crape,  had 
created  a  boom  in  the  associated  textile  industries.    Companies  such  as 
Courtaulds thrived: ‘From 1835 to 1885 capital [at Courtaulds] rose from £40,000 
to over £450,000.  The boom years of 1850-1885 coincided exactly with the peak 
of the Victorian obsession for mourning etiquette.’
36  
 
By the 1890s, however, Alexandra herself was at the forefront of some slight 
change to the rigours of strictest mourning as crape began to fall from favour: 
‘Even  some  of  the  Royal  Family,  with  the  exception  of  Queen  Victoria, 
abandoned  crape:  first  Princess  Alexandra  of  Wales  refused  to  wear  it  at  the 
funeral of the Duke of Clarence in 1892 and then at Queen Victoria’s funeral in 
1901.’
37  It is significant that it was at the funeral of her eldest son that Alexandra 
chose to reject the wearing of crape.  It was here, as she grieved for her child and 
as a more mature, established figure within the monarchy, that she could choose 
for herself how to articulate that grief.  Certainly none of the black garments to 
have survived of Alexandra’s display any element of crape in their construction. 
By the 1890s from which all of the black or half mourning gowns date, she wore 
her grief with a lighter hand.
38 
 
 The Wedding Ceremony 
At eight o’clock on March 10 1863, Windsor’s bells started to peal around the 
town and by ten o’clock the special platforms erected for spectators were filled.
39  
The  guests  were  readying  themselves  in  the  temporary  reception  and  robing 
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 ﾠSee	 ﾠChapter	 ﾠ6	 ﾠfor	 ﾠa	 ﾠbreakdown	 ﾠof	 ﾠthe	 ﾠtypes	 ﾠof	 ﾠestablishments	 ﾠmost	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 ﾠAlexandra	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different	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 ﾠL,	 ﾠp.219	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 ﾠTaylor	 ﾠL,	 ﾠp.222	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38	 ﾠThere	 ﾠare	 ﾠtwo	 ﾠday	 ﾠdresses	 ﾠof	 ﾠhalf	 ﾠmourning	 ﾠ–	 ﾠone	 ﾠin	 ﾠthe	 ﾠMuseum	 ﾠof	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 ﾠis	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 ﾠand	 ﾠ
white	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 ﾠother	 ﾠin	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 ﾠRoyal	 ﾠCeremonial	 ﾠDress	 ﾠCollection	 ﾠwhich	 ﾠis	 ﾠlilac	 ﾠwith	 ﾠa	 ﾠblack	 ﾠspot.	 ﾠ	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Accession	 ﾠnumbers	 ﾠ66.93	 ﾠand1994.194/1&2	 ﾠrespectively.	 ﾠ
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 ﾠFor	 ﾠdetailed	 ﾠdescriptions	 ﾠof	 ﾠthe	 ﾠwedding	 ﾠday	 ﾠsee	 ﾠBattiscombe	 ﾠG,	 ﾠpp.48-ﾭ‐50;	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areas by the west door, through which they all began to file into the nave of the 
chapel.  At 11.30 the full state ceremony began.  A great procession of carriages 
arrived outside the chapel as it began to fill with the royalties and dignitaries of 
Europe.  An hour later, a blast of trumpets heralded the arrival of the Prince of 
Wales, resplendent in his Garter Knight’s mantle over a scarlet General’s tunic.
40  
Finally, the longest fanfare of the morning announced the arrival of the Bride.(Fig. 
1.4)
41 The ceremony was conducted along traditional lines before the Archbishop 
of Canterbury pronounced the final benediction:  ‘...band, organ and choir joined 
in Beethoven’s ‘Hallelujah Chorus’ from ‘The Mount of Olives.  In a stream of 
waving plumes and flaming jewels, the whole pageant swept out of the choir at a 
far less measured pace than that with which it had entered.’
42   
 
William  Russell,  The  Times  correspondent  charged  with  the  reporting  of  all 
subjects royal, closed his long and colourful account of the royal wedding with an 
hyperbolic  summary  of  the  day’s  significance:  ‘Thus  ends,  without  a  single 
incident to mar their harmony, the heartiest and most universal rejoicings that we 
have ever had to record...the marriage of the Prince of Wales has far more than 
an ephemeral or personal interest and must be ever memorable in the history of 
this  country.’
43   Swept  along  by  the  spirit  of  the  day,  Russell  nevertheless 
captured the sense of a new and vibrant energy this union would bring to British 
Royalty.   
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 ﾠMagnus	 ﾠwrote	 ﾠthat	 ﾠEdward	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 ﾠand	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 ﾠbut	 ﾠradiant	 ﾠin	 ﾠGarter	 ﾠrobes	 ﾠand	 ﾠgold	 ﾠcollar	 ﾠ
over	 ﾠa	 ﾠgeneral’s	 ﾠuniform.’	 ﾠMagnus	 ﾠP,	 ﾠEdward	 ﾠthe	 ﾠSeventh,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1964,	 ﾠp.67	 ﾠ
41	 ﾠThe	 ﾠbridesmaids	 ﾠwere	 ﾠnot	 ﾠdescribed	 ﾠfavourably.	 ﾠ	 ﾠLady	 ﾠGeraldine	 ﾠSomerset	 ﾠwrote	 ﾠthat	 ﾠthey	 ﾠwere:	 ﾠ
‘eight	 ﾠas	 ﾠugly	 ﾠgirls	 ﾠas	 ﾠyou	 ﾠcould	 ﾠwish	 ﾠto	 ﾠsee’.	 ﾠ	 ﾠQuoted	 ﾠin	 ﾠBattiscombe	 ﾠG,	 ﾠp.50;	 ﾠLord	 ﾠGranville	 ﾠrecorded	 ﾠ
in	 ﾠa	 ﾠletter	 ﾠto	 ﾠthe	 ﾠDuchess	 ﾠof	 ﾠManchester:	 ﾠ‘the	 ﾠbridesmaids	 ﾠlooked	 ﾠwell	 ﾠ–	 ﾠwhen	 ﾠtheir	 ﾠbacks	 ﾠwere	 ﾠ
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 ﾠKennedy	 ﾠA.L,	 ﾠMy	 ﾠDear	 ﾠDuchess,	 ﾠLetters	 ﾠto	 ﾠthe	 ﾠDuchess	 ﾠof	 ﾠManchester,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ
1956,	 ﾠp.210	 ﾠ
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 ﾠMaas	 ﾠJ,	 ﾠThe	 ﾠPrince	 ﾠof	 ﾠWales’	 ﾠWedding,	 ﾠCameron	 ﾠ&	 ﾠTayleur,	 ﾠLondon,	 ﾠ1977,	 ﾠp.37. After	 ﾠthe	 ﾠwedding	 ﾠ
breakfast	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 ﾠthe	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 ﾠthe	 ﾠnewly	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 ﾠcouple	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 ﾠ
Alexandra,	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 ﾠall	 ﾠher	 ﾠbridal	 ﾠfinery,	 ﾠwas	 ﾠseen	 ﾠfor	 ﾠlittle	 ﾠover	 ﾠan	 ﾠhour.	 ﾠ
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 ﾠRussell,	 ﾠW.	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 ﾠMarriage	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 ﾠthe	 ﾠPrince	 ﾠof	 ﾠWales	 ﾠand	 ﾠPrincess	 ﾠAlexandra	 ﾠof	 ﾠDenmark	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Patriotic Planning & Patronage – The Wedding Preparations 
Given  Alexandra’s  spirited  approach  to  the  planning  of  her  and  her  ladies’ 
Coronation  garb  40  years  later,  it  is  tempting  to  suggest  that,  as  a  relatively 
unworldly 19 year old faced with the indomitable matriarchy of Queen Victoria, 
the  Princess  Alexandra  would  have  accepted  with  passivity  the  preparations 
taking place around her; that her emergence as a matriarch in her own right later 
on  was  a  linear  path  from  inactive  to  pro-active  along  an  arc  of  experience.  
Certainly in the face of only a four month engagement the speed with which such 
matters  had  to  be  completed  required  all  the  weight  of  the  respective  Royal 
Households  but  a  close  analysis  of  the  records  alongside  the  survival  of  the 
dress and accessories themselves offers some evidence to challenge that path.   
 
The precedent had already been set for Queen Victoria’s ‘hands on’ approach to 
such  matters  only  five  years  earlier  with  the  marriage  of  her  eldest  daughter 
Vicky to the Prussian heir.
44  Vicky herself recalled, whilst assembling her own 
daughter’s trousseau: ‘How well I remember all the trouble you took about mine, 
and how it touched me that you should see into each little detail yourself.’
45 
 
There are indeed, at least two contemporary accounts, which appear to reinforce 
the autocratic approach taken by the Queen subsequently for the marriage of her 
son and heir.  Lady Walburga Paget wrote in her memoirs of the attention the 
Queen  gave  to  the  impending  event  that:  ‘The  Queen  with  her  wonderful 
forethought  and  knowledge,  made  all  the  arrangements  for  the  marriage.    I 
possess  a  large  batch  of  letters  from  General  Grey,  the  Queen’s  Private 
Secretary, which are simply transcripts of her wishes and orders, and in which 
she goes into all details with the utmost clearness and method.’
46  Although the 
trousseau is not referred to explicitly, the implication is clear that Queen Victoria’s 
wishes were expected to be deferred to in all respects.  Her opinion was sought 
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 ﾠVictoria,	 ﾠthe	 ﾠPrincess	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 ﾠFrederick	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 ﾠPrussia	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concerning aspects of the trousseau’s composition.  On the Queen’s behalf, Lady 
Augusta Bruce replied to an enquiry made by Alexandra: ‘...three or four trains 
and grandes toilettes will, the Queen thinks, be sufficient.’
47  That the Queen was 
taking  these  decisions  is  of  note  in  itself,  but  her  advice  here  is  even  more 
significant given the vastly more comprehensive trousseau arranged for Vicky in 
1858.
48  Alexandra’s position was of course that of daughter-in-law rather than 
daughter  which  might  explain  Queen  Victoria’s  reluctance  to  spend  too 
extravagantly.
49 
 
Given that Alexandra was to become the Princess of Wales and the second most 
prominent  female  member  of  the  Royal  Family  after  the  Queen,  her 
recommendation looks paltry next to Vicky’s capacious trunk.  Of course Victoria 
the widow in 1862 was a very different woman to Victoria the wife of 1858, and 
so  perhaps  Alexandra’s  trousseau  was  to  lack  the  joie  de  vivre  that  Vicky 
enjoyed before the death of Albert.
50 
 
An  early,  and  it  could  be  argued,  authorised  biography  of  Queen  Alexandra 
appears  to  contradict  Lady  Paget’s  assertion  of  her  future  mother  in  law’s 
complete absorption with the task at hand.
51 ‘The overwhelming sorrow of Queen 
Victoria  made  it  impossible  for  her  to  take  the  personal  interest  in  her  son’s 
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 ﾠRoyal	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 ﾠZ463	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 ﾠ‘Along	 ﾠwith	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 ﾠevening	 ﾠgowns,	 ﾠsix	 ﾠball	 ﾠdresses,	 ﾠthree	 ﾠcourt	 ﾠdresses	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 ﾠfifteen	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 ﾠ
gowns,	 ﾠthere	 ﾠwas	 ﾠenough	 ﾠvelvet	 ﾠsilk	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 ﾠsummer	 ﾠlawn	 ﾠfolded	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 ﾠher	 ﾠtrunk	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 ﾠmake	 ﾠat	 ﾠleast	 ﾠforty	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more	 ﾠelaborate	 ﾠensembles.	 ﾠ	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 ﾠwas	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 ﾠby	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 ﾠdressing	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 ﾠof	 ﾠmourning	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 ﾠ mantillas,	 ﾠ mackintoshes	 ﾠ and	 ﾠ so	 ﾠ forth.’	 ﾠ Pakula	 ﾠ H,	 ﾠ An	 ﾠ
Uncommon	 ﾠWoman	 ﾠ–	 ﾠThe	 ﾠEmpress	 ﾠFrederick,	 ﾠOrion	 ﾠBooks	 ﾠLtd,	 ﾠLondon,	 ﾠ1997,	 ﾠp.75 
49	 ﾠThe	 ﾠrecently	 ﾠwidowed	 ﾠQueen	 ﾠdisliked	 ﾠthe	 ﾠDanish	 ﾠroyal	 ﾠfamily,	 ﾠparticularly	 ﾠAlexandra’s	 ﾠmother	 ﾠ
Louise,	 ﾠwhich	 ﾠmay	 ﾠalso	 ﾠhave	 ﾠinfluenced	 ﾠthese	 ﾠearly	 ﾠdecisions	 ﾠThe	 ﾠQueen	 ﾠreplied	 ﾠto	 ﾠa	 ﾠletter	 ﾠon	 ﾠApril	 ﾠ
16	 ﾠ1862	 ﾠfrom	 ﾠher	 ﾠdaughter,	 ﾠthe	 ﾠCrown	 ﾠPrincess	 ﾠof	 ﾠPrussia	 ﾠwho	 ﾠhad	 ﾠdescribed	 ﾠthe	 ﾠDanish	 ﾠfamily	 ﾠto	 ﾠ
her:	 ﾠ‘Your	 ﾠaccount	 ﾠof	 ﾠthe	 ﾠfamily	 ﾠis	 ﾠcertainly	 ﾠas	 ﾠbad	 ﾠas	 ﾠpossible,	 ﾠand	 ﾠthat	 ﾠis	 ﾠthe	 ﾠweak	 ﾠpoint	 ﾠin	 ﾠthe	 ﾠwhole	 ﾠ
affair,	 ﾠbut	 ﾠdearest	 ﾠPapa	 ﾠsaid	 ﾠwe	 ﾠcould	 ﾠnot	 ﾠhelp	 ﾠit.’	 ﾠFulford	 ﾠR	 ﾠ(Ed),	 ﾠDearest	 ﾠMama	 ﾠ–	 ﾠLetters	 ﾠbetween	 ﾠ
Queen	 ﾠVictoria	 ﾠand	 ﾠthe	 ﾠCrown	 ﾠPrincess	 ﾠof	 ﾠPrussia1861-ﾭ‐1864,	 ﾠEvans	 ﾠBrothers	 ﾠLtd,	 ﾠLondon,	 ﾠ1968,	 ﾠp.53	 ﾠ
50	 ﾠThe	 ﾠfull	 ﾠextent	 ﾠof	 ﾠthe	 ﾠQueen’s	 ﾠinfluence	 ﾠover	 ﾠthis	 ﾠspecific	 ﾠaspect	 ﾠof	 ﾠthe	 ﾠmarriage	 ﾠpreparations	 ﾠis	 ﾠstill	 ﾠ
difficult	 ﾠto	 ﾠascertain.	 ﾠ
51	 ﾠTooley	 ﾠS,	 ﾠThe	 ﾠLife	 ﾠof	 ﾠQueen	 ﾠAlexandra,	 ﾠHodder	 ﾠ&	 ﾠStoughton,	 ﾠ1902.	 ﾠ	 ﾠ	 ﾠTooley	 ﾠrecords	 ﾠin	 ﾠher	 ﾠpreface	 ﾠ
that	 ﾠshe	 ﾠwas	 ﾠassisted	 ﾠby	 ﾠmany	 ﾠof	 ﾠthe	 ﾠQueen’s	 ﾠpersonal	 ﾠfriends	 ﾠand	 ﾠAlexandra	 ﾠherself	 ﾠin	 ﾠcollating	 ﾠ
material	 ﾠfor	 ﾠthe	 ﾠbook.	 ﾠ	 ﾠ
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young fiancée and the preparations for her wedding which she would have done 
in happier times.’
52 Whilst Victoria may have believed that she was deferred to in 
the decision making as wedding preparations advanced, the reality was perhaps 
a different matter.   
 
Whilst Alexandra doubtless lacked the confidence and experience of a prominent 
royal figure before her marriage, records suggest that her role in the marriage 
preparations  was  not  a  passive  one.    In  the  November  of  1862,  Princess 
Alexandra was invited to Windsor for a short stay to become more acquainted 
with the Queen and her immediate family.  It was here that the execution of the 
trousseau  began,  under  the  supervision  of  Alexandra’s  friend  and  cousin 
Princess Mary Adelaide:
53  
 
The friends spent many happy hours together selecting and planning 
the trousseau, the greater part of which was made in London of goods 
of British and Irish manufacture, with the exception of the lingerie which 
was  prepared  in  Copenhagen  and  Princess  Alexandra  was  greatly 
assisted in her choice of things by the exquisite taste and experienced 
judgement  of  the  Princess  Mary.    One  could  not  imagine  a  more 
delightful counsellor at such a time.
54 
 
The suggestion here is clearly that Alexandra had more than a little influence 
over  the  selections  for  her  trousseau.    The  cost  of  the  bulk  of  the  trousseau 
appears to have been met by Queen Victoria according to a source in David 
Duff’s biography: ‘Finance was a curb on the independence of the Danes, the 
wedding expenses being on a scale beyond their vision and experience.  The 
Prince  of  Wales  sent  Alexandra  £3000  for  her  trousseau  and  £15,000  in 
jewels.’
55  That Alexandra was sent this sum of money for her trousseau implies 
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52	 ﾠTooley,	 ﾠp.23.	 ﾠQueen	 ﾠVictoria’s	 ﾠgrief,	 ﾠwrit	 ﾠlarge	 ﾠin	 ﾠboth	 ﾠcontemporary	 ﾠrecords	 ﾠand	 ﾠin	 ﾠthe	 ﾠpopular	 ﾠ
histories	 ﾠof	 ﾠher	 ﾠreign,	 ﾠwas	 ﾠvery	 ﾠreal,	 ﾠbut	 ﾠthere	 ﾠis	 ﾠtoo	 ﾠmuch	 ﾠevidence	 ﾠof	 ﾠher	 ﾠintervention	 ﾠover	 ﾠmatters	 ﾠ
as	 ﾠvaried	 ﾠas	 ﾠguests,	 ﾠthe	 ﾠfinal	 ﾠselection	 ﾠof	 ﾠthe	 ﾠwedding	 ﾠgown	 ﾠand	 ﾠAlexandra’s	 ﾠnew	 ﾠladies	 ﾠin	 ﾠwaiting	 ﾠto	 ﾠ
support	 ﾠthe	 ﾠidea	 ﾠof	 ﾠQueen	 ﾠVictoria	 ﾠas	 ﾠuninterested	 ﾠobserver.	 ﾠ	 ﾠ	 ﾠ
53	 ﾠMary	 ﾠof	 ﾠCambridge	 ﾠwas	 ﾠa	 ﾠgreat	 ﾠfavourite	 ﾠof	 ﾠthe	 ﾠBritish	 ﾠpublic.	 ﾠ	 ﾠShe	 ﾠwas	 ﾠto	 ﾠmaintain	 ﾠher	 ﾠproximity	 ﾠ
to	 ﾠthe	 ﾠthrone,	 ﾠwhen	 ﾠher	 ﾠown	 ﾠdaughter,	 ﾠMay,	 ﾠmarried	 ﾠAlexandra’s	 ﾠson	 ﾠGeorge	 ﾠin	 ﾠ1894.	 ﾠ
54	 ﾠTooley,	 ﾠp.23	 ﾠ
55	 ﾠDuff	 ﾠD,	 ﾠAlexandra	 ﾠPrincess	 ﾠand	 ﾠQueen,	 ﾠCollins,	 ﾠ1980,	 ﾠp.50.	 ﾠ	 ﾠQuoted	 ﾠfrom	 ﾠMy	 ﾠDear	 ﾠDuchess	 ﾠ–	 ﾠLetters	 ﾠto	 ﾠ
the	 ﾠDuchess	 ﾠof	 ﾠManchester,	 ﾠ1956,	 ﾠp.215.	 ﾠ	 ﾠ
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that she and her family retained control over it, asking Queen Victoria’s advice 
over certain of its aspects whilst maintaining the greater degree of influence over 
its contents.
56 
 
It was an operation on two fronts.  In London, Princess Mary Adelaide continued 
to oversee the smooth running of the plans which she and Alexandra had begun 
to make in November 1862.  On the 25
th of that month, she recorded in her 
journal: ‘I saw Mrs James with patterns of Honiton and modèles of gowns for 
Alix’s trousseau’ and nearer the great day, on February 25 1863 she records 
briefly:  ‘saw  Mrs  James  about  the  orange  blossom  for  Alix.’
57   Meanwhile  in 
Copenhagen the lingerie had been commissioned from a local firm: ‘the order for 
the Princess’s wedding trousseau was given to Mr Levysohn of Copenhagen, 
and so prompt was he in the execution of this honoured duty that the whole was 
ready in the incredibly short space of four months.’
58  So, with the majority of the 
costly  items  of  dress  in  all  probability  ordered  from  the  UK  and  the  many 
undergarments, nightwear and accessories stitched in Denmark, the trousseau 
was finally assembled in its entirety at Windsor.
59 
 
Sadly there are no known records now that record the creation of the silver tissue 
wedding dress commissioned from Mrs James of Hanover Square.  However 
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56	 ﾠSadly	 ﾠfor	 ﾠan	 ﾠobject	 ﾠbased	 ﾠstudy	 ﾠsuch	 ﾠas	 ﾠthis,	 ﾠthere	 ﾠis	 ﾠlittle	 ﾠevidence	 ﾠleft	 ﾠof	 ﾠthe	 ﾠtrousseau	 ﾠitself.	 ﾠ	 ﾠTwo	 ﾠ
petticoats	 ﾠin	 ﾠthe	 ﾠcollections	 ﾠof	 ﾠthe	 ﾠPowerhouse	 ﾠMuseum	 ﾠin	 ﾠSydney	 ﾠare	 ﾠsaid	 ﾠto	 ﾠhave	 ﾠcome	 ﾠfrom	 ﾠthe	 ﾠ
trousseau,	 ﾠas	 ﾠare	 ﾠa	 ﾠpair	 ﾠof	 ﾠdrawers	 ﾠin	 ﾠthe	 ﾠKent	 ﾠState	 ﾠUniversity	 ﾠcollection.	 ﾠ	 ﾠA	 ﾠnumber	 ﾠof	 ﾠitems	 ﾠof	 ﾠdress	 ﾠ
from	 ﾠthe	 ﾠ1937	 ﾠauction	 ﾠwere	 ﾠdescribed	 ﾠas	 ﾠhaving	 ﾠbeen	 ﾠa	 ﾠpart	 ﾠof	 ﾠthe	 ﾠPrincess’s	 ﾠtrousseau	 ﾠbut	 ﾠnone	 ﾠof	 ﾠ
these	 ﾠlots	 ﾠare	 ﾠcurrently	 ﾠknown.	 ﾠ
57	 ﾠKinloch-ﾭ‐Cooke	 ﾠC,	 ﾠA	 ﾠMemoir	 ﾠof	 ﾠHRH	 ﾠPrincess	 ﾠMary	 ﾠAdelaide	 ﾠDuchess	 ﾠof	 ﾠTeck,	 ﾠLondon,	 ﾠ1900,	 ﾠVol	 ﾠ1,	 ﾠ
p.398	 ﾠ&	 ﾠ406.	 ﾠ
58	 ﾠA	 ﾠMemento	 ﾠof	 ﾠthe	 ﾠMarriage	 ﾠof	 ﾠAlbert	 ﾠEdward	 ﾠPrince	 ﾠof	 ﾠWales	 ﾠWith	 ﾠThe	 ﾠPrincess	 ﾠAlexandra	 ﾠof	 ﾠ
Denmark,	 ﾠLondon,	 ﾠ1863,	 ﾠp.16.	 ﾠAs	 ﾠa	 ﾠresult	 ﾠof	 ﾠhis	 ﾠillustrious	 ﾠwork	 ﾠfor	 ﾠthe	 ﾠPrincess,	 ﾠMr	 ﾠLevysohn’s	 ﾠ
premises	 ﾠenjoyed	 ﾠa	 ﾠdegree	 ﾠof	 ﾠcelebrity	 ﾠin	 ﾠDenmark	 ﾠin	 ﾠthe	 ﾠmonths	 ﾠpreceding	 ﾠthe	 ﾠwedding,	 ﾠ‘Danish	 ﾠ
ladies	 ﾠflocked	 ﾠday	 ﾠby	 ﾠday	 ﾠto	 ﾠthe	 ﾠestablishment	 ﾠof	 ﾠMr	 ﾠLevysohn	 ﾠwhere	 ﾠthe	 ﾠbridal	 ﾠlingerie	 ﾠwas	 ﾠon	 ﾠview.	 ﾠ	 ﾠ
Each	 ﾠarticle	 ﾠwas	 ﾠembroidered	 ﾠwith	 ﾠthe	 ﾠbride’s	 ﾠinitials	 ﾠbelow	 ﾠa	 ﾠrepresentation	 ﾠof	 ﾠthe	 ﾠEnglish	 ﾠcrown.	 ﾠ	 ﾠ
No	 ﾠmachine	 ﾠwas	 ﾠallowed	 ﾠto	 ﾠtouch	 ﾠthese	 ﾠfairy-ﾭ‐like	 ﾠgarments	 ﾠand	 ﾠseveral	 ﾠhundreds	 ﾠof	 ﾠwomen	 ﾠand	 ﾠgirls	 ﾠ
were	 ﾠemployed	 ﾠon	 ﾠthe	 ﾠfine	 ﾠstitching	 ﾠand	 ﾠembroideries.’	 ﾠTooley	 ﾠp.46.	 ﾠ	 ﾠ	 ﾠ
59	 ﾠThe	 ﾠtrousseau	 ﾠwas	 ﾠlaid	 ﾠout	 ﾠin	 ﾠa	 ﾠroom	 ﾠadjacent	 ﾠto	 ﾠSt	 ﾠGeorge’s	 ﾠchapel	 ﾠbefore	 ﾠthe	 ﾠwedding	 ﾠday,	 ﾠalong	 ﾠ
with	 ﾠthe	 ﾠgifts.	 ﾠ	 ﾠIt	 ﾠis	 ﾠunclear	 ﾠwhether	 ﾠor	 ﾠnot	 ﾠanyone	 ﾠoutside	 ﾠthe	 ﾠCourt	 ﾠwas	 ﾠallowed	 ﾠto	 ﾠsee	 ﾠthe	 ﾠdisplay.	 ﾠ
Certainly	 ﾠmembers	 ﾠof	 ﾠthe	 ﾠpress	 ﾠmust	 ﾠhave	 ﾠbeen	 ﾠgiven	 ﾠsome	 ﾠaccess	 ﾠjudging	 ﾠby	 ﾠthe	 ﾠlists	 ﾠpublished	 ﾠin	 ﾠ
the	 ﾠnewspapers.	 ﾠ	 ﾠ
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there is a detailed account of the manufacture of a feature of this dress, which 
was arguably more visible than the woven silk gown itself.  Amidst all the frenzy 
of planning and preparation, a quiet corner of East Devon saw the creation of this 
most visible and nationally symbolic feature of Alexandra’s wedding dress – the 
swathes  of  Honiton  lace  which  were  to  cover  the  gown  almost  entirely  (Fig. 
1.5).
60  Queen Victoria herself had commissioned a large flounce of Honiton lace 
for her own wedding in 1840.
61 Handmade lace had fallen out of fashion from the 
beginning of the nineteenth century as advances in technology produced the first 
machine made laces.
62  Now in the wake of the Queen’s patronage, the Honiton 
workers found themselves in demand once more.
63   
 
The Tucker family of Devon, charged with the commission of the Royal lace, 
understood  the  importance  of  handmade  lace  keeping  pace  with  changing 
fashions  if  it  was  to  continue  to  flourish  as  Samuel  Tucker,  John’s  son, 
demonstrated in a letter to his sister in December of 1862: ‘I fancy your last purls 
are very nice but they are not quite the style now in fashion, if very nice.  All 
should now be made in the Greek pattern kind and lines and squares somewhat 
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60	 ﾠThese	 ﾠflounces	 ﾠare	 ﾠnow	 ﾠa	 ﾠpart	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠCollection	 ﾠand	 ﾠso	 ﾠare	 ﾠkept	 ﾠseparately	 ﾠto	 ﾠthe	 ﾠwedding	 ﾠ
dress.	 ﾠ	 ﾠSome	 ﾠof	 ﾠit	 ﾠfeatured	 ﾠin	 ﾠ2007	 ﾠin	 ﾠthe	 ﾠexhibition	 ﾠ‘Five	 ﾠGold	 ﾠRings’	 ﾠat	 ﾠWindsor	 ﾠCastle,	 ﾠfeaturing	 ﾠthe	 ﾠ
ephemera	 ﾠof	 ﾠfive	 ﾠRoyal	 ﾠweddings	 ﾠ
61	 ﾠThe	 ﾠimpact	 ﾠof	 ﾠsuch	 ﾠesteemed	 ﾠpatronage	 ﾠwas	 ﾠreported	 ﾠat	 ﾠlength	 ﾠin	 ﾠthe	 ﾠlocal	 ﾠpress,	 ﾠ‘The	 ﾠlace	 ﾠ
intended	 ﾠfor	 ﾠHer	 ﾠMajesty’s	 ﾠBridal	 ﾠDress,	 ﾠthough	 ﾠproperly	 ﾠcalled	 ﾠHoniton	 ﾠlace,	 ﾠwas	 ﾠreally	 ﾠworked	 ﾠat	 ﾠ
the	 ﾠvillage	 ﾠof	 ﾠBeer,	 ﾠwhich	 ﾠis	 ﾠsituated	 ﾠnear	 ﾠthe	 ﾠsea	 ﾠcoast,	 ﾠabout	 ﾠten	 ﾠmiles	 ﾠfrom	 ﾠHoniton.	 ﾠ	 ﾠIt	 ﾠwas	 ﾠ
executed	 ﾠunder	 ﾠthe	 ﾠdirection	 ﾠof	 ﾠMiss	 ﾠBidney,	 ﾠa	 ﾠnative	 ﾠof	 ﾠthe	 ﾠvillage,	 ﾠwho	 ﾠwent	 ﾠfrom	 ﾠLondon,	 ﾠat	 ﾠthe	 ﾠ
command	 ﾠof	 ﾠHer	 ﾠMajesty,	 ﾠfor	 ﾠthe	 ﾠexpress	 ﾠpurpose	 ﾠof	 ﾠsuperintending	 ﾠthe	 ﾠwork.	 ﾠ	 ﾠMore	 ﾠthan	 ﾠtwo	 ﾠ
hundred	 ﾠpersons	 ﾠwere	 ﾠemployed	 ﾠupon	 ﾠit	 ﾠfrom	 ﾠMarch	 ﾠto	 ﾠNovember,	 ﾠduring	 ﾠthe	 ﾠpast	 ﾠyear.	 ﾠ	 ﾠThese	 ﾠpoor	 ﾠ
women	 ﾠderive	 ﾠa	 ﾠscanty	 ﾠsubsistence	 ﾠfrom	 ﾠmaking	 ﾠlace,	 ﾠbut	 ﾠthe	 ﾠtrade	 ﾠhas	 ﾠlately	 ﾠso	 ﾠdeclined	 ﾠthat	 ﾠhad	 ﾠit	 ﾠ
not	 ﾠbeen	 ﾠfor	 ﾠthe	 ﾠkind	 ﾠconsideration	 ﾠof	 ﾠHer	 ﾠMajesty	 ﾠin	 ﾠordering	 ﾠthis	 ﾠdress	 ﾠthey	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠ
destitute	 ﾠduring	 ﾠthe	 ﾠwinter.	 ﾠ	 ﾠNo-ﾭ‐one	 ﾠcan	 ﾠform	 ﾠan	 ﾠidea	 ﾠof	 ﾠthe	 ﾠgratitude	 ﾠthey	 ﾠexpress	 ﾠwho	 ﾠhas	 ﾠnot	 ﾠheard	 ﾠ
it	 ﾠfrom	 ﾠtheir	 ﾠown	 ﾠlips.’	 ﾠQuoted	 ﾠin	 ﾠP	 ﾠInder,	 ﾠHoniton	 ﾠLace,	 ﾠExeter	 ﾠMuseums	 ﾠPublications,	 ﾠDevon,	 ﾠ1971,	 ﾠ
p.5	 ﾠ
62	 ﾠThe	 ﾠfirst	 ﾠmachine	 ﾠmade	 ﾠspecifically	 ﾠfor	 ﾠthe	 ﾠmanufacture	 ﾠof	 ﾠfashion	 ﾠnet	 ﾠlaces	 ﾠwas	 ﾠpatented	 ﾠby	 ﾠJohn	 ﾠ
Heathcoat	 ﾠin	 ﾠ1808.	 ﾠ	 ﾠSee	 ﾠEarnshaw	 ﾠP,	 ﾠLace	 ﾠin	 ﾠFashion	 ﾠFrom	 ﾠthe	 ﾠSixteenth	 ﾠto	 ﾠthe	 ﾠTwentieth	 ﾠCenturies,	 ﾠ
Gorse	 ﾠPublications,	 ﾠGuilford,	 ﾠ1991,	 ﾠpp.79-ﾭ‐80	 ﾠfor	 ﾠdetails	 ﾠof	 ﾠthe	 ﾠearly	 ﾠmachine	 ﾠlace	 ﾠindustry.	 ﾠ
63	 ﾠBy	 ﾠthe	 ﾠmiddle	 ﾠof	 ﾠthe	 ﾠcentury,	 ﾠthe	 ﾠmanufacture	 ﾠof	 ﾠHoniton	 ﾠlace	 ﾠhad	 ﾠbecome	 ﾠlarger	 ﾠthan	 ﾠa	 ﾠsimple	 ﾠ
cottage	 ﾠindustry.	 ﾠ	 ﾠJohn	 ﾠTucker,	 ﾠwhose	 ﾠfirm	 ﾠwon	 ﾠthe	 ﾠcommission	 ﾠof	 ﾠPrincess	 ﾠAlexandra’s	 ﾠwedding	 ﾠ
lace,	 ﾠemployed	 ﾠmore	 ﾠthan	 ﾠ500	 ﾠpeople	 ﾠat	 ﾠthe	 ﾠheight	 ﾠof	 ﾠhis	 ﾠtrade.	 ﾠArguably	 ﾠit	 ﾠwas	 ﾠthis	 ﾠattention	 ﾠin	 ﾠ
1862,	 ﾠonly	 ﾠmonths	 ﾠbefore	 ﾠthe	 ﾠwedding,	 ﾠwhich	 ﾠled	 ﾠto	 ﾠTucker’s	 ﾠRoyal	 ﾠcommission.	 ﾠ	 ﾠ
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the same as shown in enclosed paper.  Please draw some as described and let 
me have up a sample of each as soon as you can.’
64 
 
On February 28 William Wills, a cousin and agent working out of their London 
shop  in  1  Percy  St  wrote  to  Mary  Tucker  to  confirm  receipt  of  their  most 
significant order: ‘I have yours of the 27
th instant and the box with Royal Lace in 
to  hand  and  I  think  looking  most  beautiful  and  I  hope  with  you  will  give 
satisfaction indeed I do not see how it can do otherwise.’  William goes on: ‘Can’t 
you come up to see the dress when finished.  Perhaps it can be arranged for you 
to see it on the Princess.’
65  Princess Mary Adelaide was summoned to view the 
finished article, as she recorded in her journal on March 3: ‘I was called away 
from my singing lesson with Pinsuti to see the wedding lace and veil for Alix 
which is of Honiton manufacture and quite beautiful!’
66   
 
Mary, John’s eldest daughter, was particularly skilled in lace design and it was 
she  who  designed  and  oversaw  the  completion  of  Alexandra’s  lace.
67   Since 
Mary  Adelaide’s  journal  entries  reveal  a  significant  consultation  between 
Alexandra and herself concerning the content of the trousseau and given the 
evidence for her continued supervision of its progress, the choice of pattern for 
the lace must also therefore have been approved by Alexandra.  Working within 
the  remit  of  British  manufacture,  Alexandra  ensured  that  traditional  emblems 
were the most significant feature of the pattern, revealing her acknowledgement 
of its requirements whilst simultaneously steering its execution.  It would appear 
that Mary Tucker never did travel to London to see her work or the world’s most 
famous bride covered in the lace of her own design.  She herself married the 
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64	 ﾠLetter	 ﾠfrom	 ﾠSamuel	 ﾠTucker	 ﾠto	 ﾠMary	 ﾠTucker,	 ﾠDevon	 ﾠRecord	 ﾠOffice,	 ﾠ1037M/F2/1	 ﾠ
65	 ﾠLetter	 ﾠfrom	 ﾠW	 ﾠWills	 ﾠto	 ﾠMary	 ﾠTucker,	 ﾠDevon	 ﾠRecord	 ﾠOffice,	 ﾠ1037M/F2/1.	 ﾠ	 ﾠIt	 ﾠseems	 ﾠunlikely	 ﾠthat	 ﾠthis	 ﾠ
ever	 ﾠhappened	 ﾠgiven	 ﾠthe	 ﾠproximity	 ﾠto	 ﾠthe	 ﾠday	 ﾠof	 ﾠthe	 ﾠwedding	 ﾠand	 ﾠa	 ﾠsubsequent	 ﾠletter	 ﾠfrom	 ﾠher	 ﾠ
brother	 ﾠSamuel,	 ﾠdescribing	 ﾠthe	 ﾠdays	 ﾠleading	 ﾠup	 ﾠto	 ﾠthe	 ﾠevent.	 ﾠ	 ﾠHowever,	 ﾠthe	 ﾠsatisfaction	 ﾠanticipated	 ﾠby	 ﾠ
William	 ﾠin	 ﾠhis	 ﾠletter	 ﾠto	 ﾠMary	 ﾠappears	 ﾠto	 ﾠhave	 ﾠbeen	 ﾠmore	 ﾠthan	 ﾠadequately	 ﾠachieved.	 ﾠ	 ﾠ	 ﾠ	 ﾠ
66	 ﾠKinloch-ﾭ‐Cooke	 ﾠC,	 ﾠVol	 ﾠ1,	 ﾠp.407	 ﾠ
67	 ﾠ‘It	 ﾠconsisted	 ﾠof	 ﾠfour	 ﾠtiers	 ﾠof	 ﾠflounces	 ﾠto	 ﾠbe	 ﾠworn	 ﾠround	 ﾠthe	 ﾠbridal	 ﾠdress,	 ﾠeach	 ﾠbordered	 ﾠby	 ﾠa	 ﾠdesign	 ﾠ
of	 ﾠcornucopias	 ﾠfrom	 ﾠwhich	 ﾠemerged	 ﾠsprays	 ﾠof	 ﾠrose,	 ﾠshamrock	 ﾠand	 ﾠthistle.	 ﾠ	 ﾠThere	 ﾠwas	 ﾠalso	 ﾠmatching	 ﾠ
lace	 ﾠfor	 ﾠthe	 ﾠtrain,	 ﾠveil	 ﾠand	 ﾠhandkerchief.’	 ﾠTomlinson,	 ﾠp.29	 ﾠ	 ﾠ
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following year in a simple and unadorned cream satin dress with a veil of her own 
Honiton lace. (Fig. 1.6).
68 
 
Beneath the lace, the scale of the skirt itself was indicative of Alexandra’s own 
taste.  Reporters had early testified to Alexandra’s apparent dislike of the very 
wide  cage  crinolines.
69   Although  the  diameter  began  to  shrink  by  1864, 
Alexandra – the bride at the wedding of the year in 1863 – was not afraid to buck 
the prevailing trend and opt for a vastly more modest silhouette, the bulk of the 
fullness falling towards the train at the back of the skirt.  This pre-empted by 
some  years,  the  fashionable  line  of  the  late  1860s  and  was  to  be  an  early 
indicator  of  Alexandra’s  determination  to  wear  that  which  both  suited  and 
appealed to her. 
 
From the very moment of her alighting from the boat at Gravesend, Alexandra 
understood  and  utilised  dress  as  a  tool  to  win  popularity  and  acceptance.  
Russell once again reported for The Times: ‘An instance of the desire of Her 
Royal Highness to consult the interests of the people of her adoption, and to 
prepare  a  pleasant  surprise  for  the  Queen  was  mentioned  as  resting  upon 
authentic detail.  Ascertaining some time ago the favourite colour of Her Majesty, 
silver grey, she caused a poplin dress of that shade to be manufactured at the 
well known establishment of Messrs. Fry of Dublin, and appeared in it for the first 
time on the occasion of her entry.’
70  It was a significant moment.  The furore 
which accompanied Alexandra’s arrival in Britain – the thousands who gathered 
to see her along the route, into the city of London until their final destination at 
Windsor,  and  then  the  throng  of  family  waiting  at  the  castle  meant  that 
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68	 ﾠMary’s	 ﾠdress,	 ﾠbonnet,	 ﾠboots	 ﾠand	 ﾠveil	 ﾠwere	 ﾠpreserved	 ﾠby	 ﾠthe	 ﾠfamily	 ﾠof	 ﾠher	 ﾠhusband	 ﾠHenry	 ﾠFord	 ﾠand	 ﾠ
are	 ﾠnow	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠAlbert	 ﾠMemorial	 ﾠMuseum	 ﾠcollection,	 ﾠExeter,	 ﾠDevon.	 ﾠ
69	 ﾠThe	 ﾠcrinoline	 ﾠwas	 ﾠat	 ﾠits	 ﾠwidest	 ﾠc	 ﾠ1860	 ﾠbut	 ﾠAlexandra	 ﾠrarely	 ﾠfollowed	 ﾠthe	 ﾠfashion	 ﾠto	 ﾠsuch	 ﾠan	 ﾠextent.	 ﾠ	 ﾠ
The	 ﾠLondon	 ﾠMuseum	 ﾠCatalogue	 ﾠof	 ﾠ1946	 ﾠwhich	 ﾠhad	 ﾠreceived	 ﾠgarments	 ﾠfrom	 ﾠQueen	 ﾠAlexandra	 ﾠand	 ﾠ
Queen	 ﾠMary	 ﾠdirectly	 ﾠwrote	 ﾠof	 ﾠthe	 ﾠwedding	 ﾠdress:	 ﾠ‘The	 ﾠdress	 ﾠis	 ﾠin	 ﾠadvance	 ﾠof	 ﾠcontemporary	 ﾠfashion	 ﾠ
and	 ﾠanticipates	 ﾠthe	 ﾠstyle	 ﾠof	 ﾠ1870.	 ﾠ	 ﾠQueen	 ﾠAlexandra	 ﾠdisliked	 ﾠthe	 ﾠcrinoline	 ﾠfashion	 ﾠand	 ﾠwas	 ﾠa	 ﾠstrong	 ﾠ
advocate	 ﾠof	 ﾠa	 ﾠchange	 ﾠof	 ﾠstyle.’	 ﾠNo	 ﾠauthor,	 ﾠLondon	 ﾠMuseum	 ﾠCatalogues	 ﾠNo.	 ﾠ5	 ﾠ–	 ﾠCostume,	 ﾠLancaster	 ﾠ
House,	 ﾠSaint	 ﾠJames’s,	 ﾠLondon,	 ﾠreprinted	 ﾠedition	 ﾠ1946,	 ﾠp.154.	 ﾠ
70	 ﾠRussell,	 ﾠp.40	 ﾠ	 ﾠ
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Alexandra’s appearance on that day was a powerful indication of the role she 
was  set  to  play.
71   In  this,  the  sense  of  Alexandra’s  agency  over  her  own 
appearance at the start of her new life becomes clearer.  A more literal example 
of Alexandra’s control over and choice of her dress, though minor, nonetheless 
substantiates a more pro-active role.  On Princess Alexandra’s departure from 
Copenhagen, Lady Paget recalled: ‘She wore a dress of brown silk with white 
stripes and one of those natty little bonnets which seemed to sit better on her 
head than on anybody else’s.  Even in those early days I was struck by the 
extreme neatness and taste of her attire.’
72   
 
At this early stage she knew which battles she could win, and those in which she 
could bow gracefully in defeat.  She chose wisely in co-opting Princess Mary 
Adelaide to oversee her trousseau as it took shape in England, having spent time 
in the decision making of its contents in November.  She left the execution of the 
British lace in capable hands, realising that in this she had little choice but to 
acquiesce  to  the  wishes  of  her  future  mother-in-law  but  she  asserted  her 
preferences for the line her gown should take underneath the profusion of lace.  
She retained control of the lingerie content of the trousseau, ensuring at least a 
little  of  her  own  nation’s  workmanship  was  represented.    She  then,  as  the 
preparations drew to a close, ensured that the much anticipated first sight of her 
both from the perspective of the masses and the more intimate welcome of her 
new family should be as advantageous as possible, clothed as she was both in 
the Queen’s favourite colour and a British-made fabric.  Her early induction into 
the British royal family was not then a tale of sartorial submission, but of quiet 
and gentle manipulation; of a young woman beginning to understand more fully 
the impact of her appearance. 
 
Princess Alexandra’s Wedding Dress 
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71	 ﾠA	 ﾠcontemporary	 ﾠreport	 ﾠdescribed:	 ﾠ‘At	 ﾠevery	 ﾠstation	 ﾠalong	 ﾠthe	 ﾠroute	 ﾠdecorations	 ﾠand	 ﾠshouts	 ﾠof	 ﾠ
welcome	 ﾠfrom	 ﾠassembled	 ﾠcrowds	 ﾠprevailed.’	 ﾠSpecial	 ﾠMarriage	 ﾠSupplement	 ﾠin	 ﾠThe	 ﾠIllustrated	 ﾠLondon	 ﾠ
News,	 ﾠMarch	 ﾠ14,	 ﾠ1863,	 ﾠVol	 ﾠXLII,	 ﾠp.278(a)	 ﾠ
72	 ﾠPaget,	 ﾠp.97	 ﾠ	 ﾠ
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The wedding dress was contemporarily described by the usually waspish diarist 
Lady Geraldine Somerset as in ‘...trés bon gout, light, young and royal...’
73 Today 
its description is more problematic.  Within days of the wedding, the dress was 
given over to the dressmaker Mme Elise to be made over into an evening dress – 
most probably as a means of enlarging the princess’s small trousseau.  When 
William  Frith,  the  artist  commissioned  to  produce  the  official  portrait  of  the 
ceremony asked to see the dress in order to paint it he was informed that it had 
already  been  cut  up  and  altered  (Fig.  1.7).
74   Mrs  Bruce,  Woman  of  the 
Bedchamber  to  the  new  Princess  of  Wales  reassured  Frith  that:  ‘Dresser 
promised to send you all she could.’
75  
 
In its current incarnation the wedding dress consists of a bodice and separate 
skirt.
76  Made from ivory silk, the fabric of both is woven with a silver weft (Fig. 
1.8).  The bodice is decorated with a panel of vertically ruched net at the neckline 
to which is attached a deep flounce of lace. The skirt of moiré silk is unadorned.
77 
The lining of the skirt features an additional flounce of lace, but in this instance it 
is a piece of Brussels lace of which more later.
78   
 
At  the  time  of  the  wedding,  the  ensemble  was  somewhat  different.    A  closer 
study of the wedding photographs, reveals that the bodice appears to consist of a 
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73	 ﾠThe	 ﾠRoyal	 ﾠArchive	 ﾠ–	 ﾠuncatalogued	 ﾠdiary.	 ﾠLady	 ﾠGeraldine	 ﾠSomerset	 ﾠwas	 ﾠlady	 ﾠin	 ﾠwaiting	 ﾠto	 ﾠthe	 ﾠ
Duchess	 ﾠof	 ﾠCambridge	 ﾠand	 ﾠso	 ﾠcentrally	 ﾠplaced	 ﾠas	 ﾠan	 ﾠobserver	 ﾠduring	 ﾠthe	 ﾠwedding	 ﾠpreparations.	 ﾠ
74	 ﾠThe	 ﾠMarriage	 ﾠof	 ﾠthe	 ﾠPrince	 ﾠof	 ﾠWales	 ﾠand	 ﾠPrincess	 ﾠAlexandra	 ﾠof	 ﾠDenmark,	 ﾠWilliam	 ﾠPowell	 ﾠFrith,	 ﾠOil	 ﾠ
on	 ﾠcanvas,	 ﾠRoyal	 ﾠCollection	 ﾠRCIN404545	 ﾠ
75	 ﾠMaas	 ﾠJ,	 ﾠp.64	 ﾠ
76	 ﾠAlthough	 ﾠthe	 ﾠwhite	 ﾠdress	 ﾠwas	 ﾠconsidered	 ﾠsuitable	 ﾠin	 ﾠQueen	 ﾠVictoria’s	 ﾠestimation,	 ﾠthere	 ﾠwas	 ﾠ
already	 ﾠa	 ﾠprecedent	 ﾠfor	 ﾠwearing	 ﾠa	 ﾠwhite	 ﾠwedding	 ﾠdress	 ﾠin	 ﾠthe	 ﾠDanish	 ﾠcourt.	 ﾠ	 ﾠAlexandra’s	 ﾠmother	 ﾠ
wore	 ﾠa	 ﾠwhite	 ﾠdress	 ﾠfor	 ﾠher	 ﾠown	 ﾠwedding	 ﾠin	 ﾠ1842.	 ﾠ	 ﾠSee	 ﾠPetri	 ﾠG,	 ﾠHvid	 ﾠBrud	 ﾠI	 ﾠkongelig	 ﾠtradition,	 ﾠDe	 ﾠ
Danske	 ﾠKongers	 ﾠKronologiske	 ﾠSamling,	 ﾠAmalienborg,	 ﾠ2004	 ﾠfor	 ﾠa	 ﾠdetailed	 ﾠlook	 ﾠat	 ﾠDanish	 ﾠroyal	 ﾠbrides	 ﾠ
past	 ﾠand	 ﾠpresent.	 ﾠ
77	 ﾠThe	 ﾠoriginal	 ﾠskirt	 ﾠwas	 ﾠcovered	 ﾠwith	 ﾠflounces	 ﾠof	 ﾠHoniton	 ﾠlace,	 ﾠall	 ﾠof	 ﾠwhich	 ﾠis	 ﾠnow	 ﾠpart	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠ
Collection	 ﾠand	 ﾠtherefore	 ﾠstored	 ﾠat	 ﾠa	 ﾠdifferent	 ﾠlocation	 ﾠto	 ﾠthe	 ﾠrest	 ﾠof	 ﾠthe	 ﾠdress.	 ﾠ	 ﾠ
78	 ﾠWhen	 ﾠI	 ﾠwas	 ﾠgiven	 ﾠthe	 ﾠopportunity	 ﾠto	 ﾠsee	 ﾠboth	 ﾠthe	 ﾠwedding	 ﾠand	 ﾠcoronation	 ﾠgowns	 ﾠin	 ﾠNovember	 ﾠ
2008,	 ﾠI	 ﾠtook	 ﾠwith	 ﾠme,	 ﾠthe	 ﾠanalytical	 ﾠframework	 ﾠof	 ﾠJules	 ﾠPrown.	 ﾠ	 ﾠIn	 ﾠthis,	 ﾠhe	 ﾠproposes	 ﾠa	 ﾠmethod	 ﾠof	 ﾠ
interpretation,	 ﾠstarting	 ﾠwith	 ﾠdescription	 ﾠonly,	 ﾠmoving	 ﾠforward	 ﾠto	 ﾠdeduction	 ﾠand	 ﾠfinally	 ﾠallowing	 ﾠ
speculation.	 ﾠ	 ﾠI	 ﾠused	 ﾠelements	 ﾠof	 ﾠthis	 ﾠmethodological	 ﾠstriation,	 ﾠparticularly	 ﾠin	 ﾠattempting	 ﾠto	 ﾠmaintain	 ﾠa	 ﾠ
level	 ﾠof	 ﾠdetachment	 ﾠin	 ﾠdescribing	 ﾠan	 ﾠobject,	 ﾠwithout	 ﾠadding	 ﾠany	 ﾠinterpretative	 ﾠdata	 ﾠin	 ﾠthe	 ﾠfirst	 ﾠ
instance.	 ﾠ	 ﾠ
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series of horizontal pleats in the silk, such as many contemporary evening gowns 
exhibited,  whilst  Frith’s  representation  on  his  vast  canvas  commissioned  by 
Queen Victoria illustrates the bodice as it is seen today.
79  The skirt presents 
more of a challenge.  Under the copious swathes of Honiton lace in both the 
photographs and Frith’s oil portrait, it is almost impossible to ascertain the exact 
nature of the silk that lies beneath or how the train may have been constructed.  
All that may be surmised with any degree of accuracy, is that the shape as it 
appears  in  the  contemporary  images  and  the  shape  as  constructed  for  the 
purpose of exhibition is very similar, so that presumably this second skirt, made 
up from the original train, followed closely the pattern of the first. 
 
The making over of Princess Alexandra’s wedding dress so soon after the event 
is an important element in the tale that such a garment can tell, articulated by 
Linda Baumgarten in her paper on the significance of altered historical clothing: 
‘A surviving artefact is full of evidence, not just about its original manufacture, but 
about  its  continuing  history  as  well...it  speaks  eloquently  about  the  nature  of 
human history as a continuum.’
80  
 
The path to the creation of Alexandra’s wedding dress in the first place was not 
without  issue:  ‘Princess  Alexandra,  who  had  been  given  a  beautiful  dress  of 
Brussels lace by King Leopold of the Belgians as a wedding present, found it was 
considered quite inappropriate for use as a wedding dress.’
81  Instead, a dress of 
English  silk  was  made  by  the  popular  dressmaker  Mrs  James  of  Hanover 
Square. This then, was the dress so promptly remodelled after the ceremony, 
much to Mr Frith’s frustration.
82  Social engagements of the new couple in the 
months following their marriage often record the Princess in white.  Lady Knightly 
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79	 ﾠConservation	 ﾠnotes	 ﾠreveal	 ﾠthe	 ﾠlevel	 ﾠof	 ﾠconservation	 ﾠthat	 ﾠhas	 ﾠbeen	 ﾠcarried	 ﾠout	 ﾠon	 ﾠthe	 ﾠdress	 ﾠsince	 ﾠits	 ﾠ
donation	 ﾠto	 ﾠa	 ﾠcollection	 ﾠincluding	 ﾠqueries	 ﾠabout	 ﾠthis	 ﾠaspect	 ﾠof	 ﾠthe	 ﾠbodice.	 ﾠ
80	 ﾠBaumgarten	 ﾠL,	 ﾠ‘Altered	 ﾠHistorical	 ﾠClothing’	 ﾠin	 ﾠDress,	 ﾠVolume	 ﾠ25	 ﾠ1998,	 ﾠp.42	 ﾠ
81	 ﾠArch	 ﾠN	 ﾠ&	 ﾠMarschner	 ﾠJ,	 ﾠRoyal	 ﾠWedding	 ﾠDresses,	 ﾠHistoric	 ﾠRoyal	 ﾠPalaces,	 ﾠ2003,	 ﾠp.10	 ﾠ
82	 ﾠIt	 ﾠwas	 ﾠnot	 ﾠan	 ﾠunusual	 ﾠstep	 ﾠto	 ﾠtake	 ﾠat	 ﾠthis	 ﾠtime.	 ﾠ	 ﾠThroughout	 ﾠthe	 ﾠnineteenth	 ﾠcentury,	 ﾠmany	 ﾠwomen	 ﾠ
reused	 ﾠtheir	 ﾠwedding	 ﾠdress,	 ﾠeither	 ﾠthrough	 ﾠits	 ﾠalteration	 ﾠafter	 ﾠthe	 ﾠday	 ﾠor	 ﾠthrough	 ﾠthe	 ﾠchoice	 ﾠof	 ﾠa	 ﾠ
coloured	 ﾠdress	 ﾠwhich	 ﾠwas	 ﾠmore	 ﾠpractical	 ﾠafterwards.	 ﾠ	 ﾠSee	 ﾠTobin	 ﾠS,	 ﾠMarriage	 ﾠa	 ﾠla	 ﾠMode,	 ﾠThe	 ﾠNational	 ﾠ
Trust,	 ﾠ2003,	 ﾠp.48.	 ﾠ	 ﾠ
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described Alexandra at a reception as: ‘a bit of a thing, with a white gown and a 
white face, two curls and a tiara.’
83  The biographer Tisdall records similarly: ‘The 
first great official function was a magnificent ball at the Guildhall at which the 
Prince of Wales was to be presented with the Freedom of the City.  Throughout 
the evening Alix, in plain white satin, was followed intently by every eye.’
84  At a 
ball given by the Brigade of Guards on June 26 in honour of the newly married 
couple, Alexandra again favoured a lighter palette: ‘All the ladies looked beautiful 
and none more beautiful than Alix, a jewelled diadem glittering on her head, her 
gown  of  white  lace  over  mauve  looking  little  like  the  half-mourning  it  was 
supposed to be.’
85   
 
White was, of course, an appropriate colour for the period of mourning in which 
Queen Victoria’s court was still entrenched but it suited the purity and freshness 
of  the  new  princess’s  image  very  well.    It  was  also  useful  as  a  means  of 
augmenting  her  trousseau,  which  had  been  criticised  in  some  circles  for  its 
sparseness.
86   
 
If indeed Alexandra’s trousseau was smaller than some might have imagined and 
given the number of social appearances that were expected of the young couple 
in  those  early  months  of  their  marriage  the  re-use  of  her  wedding  dress  and 
presumably the going away dress which was also recorded as a white gown, was 
an important addition to her wardrobe.  
 
One of the most interesting features of the remodelled skirt as it exists now can 
be found hidden, maybe surreptitiously, attached to the lining.  A square of lace 
has been attached to the inside centre front of the skirt, serving no purpose as a 
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83	 ﾠCartwright	 ﾠJ	 ﾠ(ed),	 ﾠJournals	 ﾠof	 ﾠLady	 ﾠKnightly	 ﾠof	 ﾠFawsley,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1915,	 ﾠp.56	 ﾠ
84	 ﾠTisdall	 ﾠE.S.P,	 ﾠUnpredictable	 ﾠQueen,	 ﾠThe	 ﾠAnchor	 ﾠPress,	 ﾠ1953,	 ﾠp.58-ﾭ‐59	 ﾠ
85	 ﾠFisher	 ﾠG	 ﾠ&	 ﾠH,	 ﾠBertie	 ﾠand	 ﾠAlix,	 ﾠRobert	 ﾠHale	 ﾠ&	 ﾠCo,	 ﾠ1974,	 ﾠp.56	 ﾠ
86	 ﾠCertainly	 ﾠwhen	 ﾠthe	 ﾠtrousseau	 ﾠwas	 ﾠlaid	 ﾠout	 ﾠfor	 ﾠinspection	 ﾠalongside	 ﾠthe	 ﾠwedding	 ﾠgifts	 ﾠin	 ﾠthe	 ﾠdays	 ﾠ
preceding	 ﾠthe	 ﾠwedding,	 ﾠthere	 ﾠwas	 ﾠa	 ﾠmixed	 ﾠresponse,	 ﾠ‘...some	 ﾠof	 ﾠthe	 ﾠgowns	 ﾠare	 ﾠpretty,	 ﾠall	 ﾠthe	 ﾠwreaths	 ﾠ
hideous’	 ﾠwrote	 ﾠLady	 ﾠGeraldine	 ﾠSomerset,	 ﾠalthough	 ﾠshe	 ﾠconceded	 ﾠthat	 ﾠthe	 ﾠPrinces	 ﾠwas	 ﾠsupplied	 ﾠwith	 ﾠ
beautiful	 ﾠhandkerchiefs.	 ﾠ	 ﾠJournal	 ﾠof	 ﾠLady	 ﾠGeraldine	 ﾠSomerset,	 ﾠRoyal	 ﾠArchive,	 ﾠuncatalogued. 	 ﾠ	 ﾠ
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dust ruffle or decorative frill since it is completely hidden. It is not a swathe of the 
Honiton lace which was so profuse elsewhere on the dress, but is rather a band 
of  fine  Brussels  lace,  distinct  by  its  stylised  flower  motifs.
87 It  is  tempting  to 
speculate that this lace may be associated with the sumptuous lace dress given 
to  Alexandra  as  a  wedding  present  from  Uncle  Leopold,  but  forbidden  as  a 
wedding gown in her new home.
88  If so, its inclusion here concealed from view 
might hint at just a little subversiveness, that after all her wedding dress, although 
in  not  exactly  the  same  state  as  originally  worn,  yet  contained  a  vestige  of 
Europe’s  finest  needlework,  hidden  beneath  the  tiers  of  British  lace.    It  is 
impossible to verify that this was the case but is one interpretation only made 
possible through a close engagement with the material culture itself.
89 Neither 
contemporary descriptions nor wedding photographs or portraits could reveal so 
small, yet possibly so interesting a detail.
90  As a methodological approach the 
object led study offers an immediate response to the observer.  Thus, in spite of 
the many familiar images of the wedding day and the dress itself and the extent 
to which the garment was already ‘known’, its analysis at first hand ‘told’ more.  It 
told me that the silver weft woven into the cream silk glittered, in spite of the 
tarnish of 150 years, and so must have appeared on the day to shimmer in the 
light.  The surreptitious stitching of a seemingly random piece of European lace 
onto the dress lining which does not serve a practical purpose may ‘tell’ of an 
early attempt by Alexandra to achieve a small measure of control, albeit hidden 
from  view  at  this  time.    More  practically,  the  dimensions  recorded  from  the 
wedding dress begin to shape Alexandra in a physical sense.  Whilst countless 
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87	 ﾠBrussels	 ﾠlace	 ﾠis	 ﾠa	 ﾠfloral	 ﾠlace	 ﾠwhich	 ﾠwas	 ﾠrenowned	 ﾠfor	 ﾠits	 ﾠcomplexity	 ﾠand	 ﾠdetail:	 ﾠ‘Brussels	 ﾠexcelled	 ﾠ
above	 ﾠall	 ﾠother	 ﾠcentres	 ﾠin	 ﾠthe	 ﾠmaking	 ﾠof	 ﾠlace.	 ﾠ	 ﾠLace-ﾭ‐workers	 ﾠwho	 ﾠtried	 ﾠto	 ﾠcopy	 ﾠthe	 ﾠlaces	 ﾠof	 ﾠBrussels	 ﾠ
despaired	 ﾠin	 ﾠtheir	 ﾠefforts.’	 ﾠEirwen	 ﾠJones	 ﾠM,	 ﾠThe	 ﾠRomance	 ﾠof	 ﾠLace,	 ﾠSpring	 ﾠBooks,	 ﾠLondon,	 ﾠ1951,	 ﾠp.65	 ﾠ
88	 ﾠLeopold,	 ﾠKing	 ﾠof	 ﾠBelgium	 ﾠand	 ﾠUncle	 ﾠto	 ﾠQueen	 ﾠVictoria,	 ﾠpresented	 ﾠAlexandra	 ﾠwith	 ﾠthe	 ﾠlace	 ﾠdress	 ﾠas	 ﾠ
part	 ﾠof	 ﾠher	 ﾠwedding	 ﾠgifts	 ﾠfrom	 ﾠhim.	 ﾠ	 ﾠIt	 ﾠwas	 ﾠQueen	 ﾠVictoria’s	 ﾠdecision	 ﾠthat	 ﾠthe	 ﾠdress	 ﾠshould	 ﾠbe	 ﾠof	 ﾠ
British	 ﾠmanufacture	 ﾠand	 ﾠso	 ﾠLeopold’s	 ﾠdress	 ﾠwas	 ﾠnot	 ﾠthat	 ﾠwhich	 ﾠAlexandra	 ﾠwore	 ﾠon	 ﾠMarch	 ﾠ10.	 ﾠ
89	 ﾠPrevious	 ﾠbiographers	 ﾠhave	 ﾠnot,	 ﾠto	 ﾠmy	 ﾠknowledge,	 ﾠever	 ﾠlooked	 ﾠat	 ﾠAlexandra’s	 ﾠwedding	 ﾠdress	 ﾠor	 ﾠ
indeed	 ﾠany	 ﾠof	 ﾠher	 ﾠother	 ﾠsurviving	 ﾠgarments	 ﾠand	 ﾠso	 ﾠthis	 ﾠpiece	 ﾠof	 ﾠevidence	 ﾠremained	 ﾠhidden	 ﾠfrom	 ﾠ
them.	 ﾠ
90	 ﾠThe	 ﾠlack	 ﾠof	 ﾠcontemporary	 ﾠimages	 ﾠof	 ﾠthe	 ﾠwedding	 ﾠdress,	 ﾠparticularly	 ﾠthe	 ﾠskirt,	 ﾠis	 ﾠthe	 ﾠresult	 ﾠof	 ﾠa	 ﾠloan	 ﾠ
issue.	 ﾠ	 ﾠAlthough	 ﾠthe	 ﾠgarment	 ﾠis	 ﾠheld	 ﾠat	 ﾠKensington	 ﾠPalace	 ﾠit	 ﾠis	 ﾠstill	 ﾠowned	 ﾠby	 ﾠthe	 ﾠMuseum	 ﾠof	 ﾠLondon	 ﾠ
and	 ﾠso	 ﾠphotographs	 ﾠwere	 ﾠnot	 ﾠpermitted.	 ﾠ	 ﾠThe	 ﾠonly	 ﾠimages	 ﾠI	 ﾠhave	 ﾠare	 ﾠold	 ﾠblack	 ﾠand	 ﾠwhite	 ﾠrecord	 ﾠshots	 ﾠ
that	 ﾠdo	 ﾠnot	 ﾠshow	 ﾠthe	 ﾠdress	 ﾠto	 ﾠits	 ﾠfull	 ﾠadvantage.	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 57	 ﾠ
descriptions attest to her slenderness, the waist and skirt measurements reveal 
that in addition to her slim figure, she was reasonably tall.
91  Whilst such basic 
observations may seem incidental to a serious academic study, the benefits of 
making and drawing upon these figures is eloquently described by Kay Staniland 
who remarks that the object: ‘offers an actual contact with its original owner, an 
outer skin which is still strongly permeated with the bodily characteristics of that 
personality.’
92  In other words, the dress tells a story all of its own. 
 
The Edwardian Coronation – August 1902 
With  no  less  anticipation  than  the  wedding  but  a  rather  more  subdued  air, 
Edward VII was crowned on August 9 1902.
93 Edward, showman that he was, 
took the opportunity to conceive a spectacle that would do justice to the Empire.  
It was after all the moment he had waited for all of his adult life. In contrast to the 
short  period  of  Edward  and  Alexandra’s  engagement  in  1862/63,  Edward 
scheduled 18 months for the planning of the Coronation.
94  He had little to work 
with from living memory.  His mother’s coronation in 1837 had been punctuated 
by uncertainty and poor planning, being the first Coronation of a Queen Regnant 
since Queen Anne who came to the throne in 1702.  The minister and diarist 
Greville  noted  after  that  event:  ‘There  was  a  continual  difficulty  and 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
91	 ﾠThe	 ﾠbodice	 ﾠmeasured	 ﾠ17	 ﾠinches	 ﾠacross	 ﾠthe	 ﾠshoulders	 ﾠand	 ﾠshe	 ﾠhad	 ﾠa	 ﾠ21.5	 ﾠinch	 ﾠwaist.	 ﾠ	 ﾠThe	 ﾠskirt	 ﾠwas	 ﾠ
42	 ﾠinches	 ﾠfrom	 ﾠwaistband	 ﾠto	 ﾠhem.	 ﾠ	 ﾠPhotographs	 ﾠshow	 ﾠthat	 ﾠthe	 ﾠskirt	 ﾠjust	 ﾠbrushed	 ﾠthe	 ﾠground	 ﾠat	 ﾠthe	 ﾠ
front.	 ﾠ
92	 ﾠStaniland	 ﾠK,	 ﾠIn	 ﾠRoyal	 ﾠFashion:	 ﾠThe	 ﾠClothes	 ﾠof	 ﾠPrincess	 ﾠCharlotte	 ﾠof	 ﾠWales	 ﾠand	 ﾠQueen	 ﾠVictoria	 ﾠ1796-ﾭ‐
1901,	 ﾠMuseum	 ﾠof	 ﾠLondon	 ﾠPublications,	 ﾠLondon,	 ﾠ1997	 ﾠ
93	 ﾠThe	 ﾠnature	 ﾠof	 ﾠthe	 ﾠactual	 ﾠevent	 ﾠdiffered	 ﾠfrom	 ﾠoriginal	 ﾠplans	 ﾠinsomuch	 ﾠthat	 ﾠEdward’s	 ﾠillness	 ﾠin	 ﾠJune	 ﾠ
had	 ﾠforced	 ﾠthe	 ﾠpostponement	 ﾠof	 ﾠthe	 ﾠcoronation,	 ﾠsupposed	 ﾠto	 ﾠtake	 ﾠplace	 ﾠon	 ﾠJune	 ﾠ26.	 ﾠEdward	 ﾠhad	 ﾠbeen	 ﾠ
feeling	 ﾠincreasingly	 ﾠunwell	 ﾠas	 ﾠthe	 ﾠpreparations	 ﾠfor	 ﾠthe	 ﾠCoronation	 ﾠreached	 ﾠtheir	 ﾠpeak.	 ﾠ	 ﾠHe	 ﾠwas	 ﾠ
diagnosed	 ﾠwith	 ﾠappendicitis	 ﾠand	 ﾠoperated	 ﾠon	 ﾠimmediately	 ﾠbut	 ﾠhad	 ﾠbeen	 ﾠin	 ﾠgrave	 ﾠdanger	 ﾠfor	 ﾠa	 ﾠtime.	 ﾠ	 ﾠ
Alexandra	 ﾠcontinued	 ﾠto	 ﾠfulfil	 ﾠher	 ﾠschedule	 ﾠon	 ﾠhis	 ﾠbehalf,	 ﾠkeeping	 ﾠthe	 ﾠreal	 ﾠextent	 ﾠof	 ﾠhis	 ﾠillness	 ﾠfrom	 ﾠthe	 ﾠ
general	 ﾠpublic.	 ﾠ
94	 ﾠIn	 ﾠcenturies	 ﾠpast,	 ﾠthe	 ﾠanointing	 ﾠof	 ﾠthe	 ﾠnew	 ﾠmonarch	 ﾠwas	 ﾠa	 ﾠhurried	 ﾠaffair	 ﾠas	 ﾠrights	 ﾠof	 ﾠascendency	 ﾠ
risked	 ﾠbeing	 ﾠcontested	 ﾠ–	 ﾠa	 ﾠcoronation	 ﾠwould	 ﾠbe	 ﾠorganised	 ﾠquickly	 ﾠto	 ﾠensure	 ﾠthe	 ﾠnew	 ﾠKing’s	 ﾠauthority	 ﾠ
as	 ﾠGod’s	 ﾠambassador	 ﾠon	 ﾠearth.	 ﾠ	 ﾠOnce	 ﾠsuch	 ﾠfears	 ﾠwere	 ﾠunfounded	 ﾠand	 ﾠthe	 ﾠline	 ﾠof	 ﾠaccession	 ﾠ
unchallenged,	 ﾠthe	 ﾠnew	 ﾠmonarch	 ﾠmight	 ﾠtake	 ﾠtime	 ﾠto	 ﾠplan	 ﾠa	 ﾠmore	 ﾠelaborate	 ﾠceremony.	 ﾠThat	 ﾠsaid,	 ﾠ
earlier	 ﾠCoronations	 ﾠwere	 ﾠnot	 ﾠnecessarily	 ﾠless	 ﾠmagnificent,	 ﾠthey	 ﾠwere	 ﾠsimply	 ﾠorganised	 ﾠdifferently.	 ﾠ	 ﾠ
Since	 ﾠthere	 ﾠwas	 ﾠless	 ﾠtime	 ﾠto	 ﾠplan	 ﾠthem,	 ﾠmore	 ﾠof	 ﾠthe	 ﾠcourt’s	 ﾠresources	 ﾠwere	 ﾠdiverted	 ﾠto	 ﾠcome	 ﾠup	 ﾠwith	 ﾠ
the	 ﾠpageantry	 ﾠin	 ﾠa	 ﾠmore	 ﾠconcentrated	 ﾠfashion.	 ﾠ	 ﾠ
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embarrassment and the Queen never knew what to do next.’
95  Edward intended 
to ensure that no such confusion attended his own ascension to the throne.
96 
 
The reporter for the New York Times described the filling of the Mall from sunrise 
as crowds jostled for the best positions.
97  Westminster Abbey itself played host 
to the nobility by 10 o’clock, almost two hours before Edward and Alexandra left 
Buckingham  Palace.    At  11.15  the  Prince  of  Wales  arrived  and  soon  after 
fanfares  announced  that  the  King  and  Queen  had  reached  the  Abbey.
98   A 
second fanfare preceded Alexandra who entered first, the boys of Westminster 
School  singing  ‘Vivat  Regina’  as  she  processed  to  her  seat  in  the  chancel.  
Similarly  ‘Vivat  Rex’  was  chanted  as  the  King  made  his  way  forwards  in  his 
crimson robe of state.
99  Edward, Duke of Windsor recalled the ceremony: ‘The 
Coronation service lasted almost three hours, an interminable time for small boys 
to be expected to keep still.’
100   
 
The anointing of Alexandra as Queen Consort was a significant moment for her 
(Fig. 1.9).  Her strong beliefs in the power of the anointment had to be addressed 
before the ceremony, when she summoned Archbishop Maclagan to explain her 
anxieties: ‘Like most women of her age and generation, she augmented her own 
hair with a toupet.  If she were to be properly anointed she felt that the holy oil 
must touch her own body, not merely this erection of false hair; she therefore 
begged  the  Archbishop  to  be  sure  that  some  of  the  oil  ran  down  onto  her 
forehead.’
101  This duly took place as, according to the account of the Duchess of 
Marlborough: ‘From my place on her right, I looked down on her bowed head, her 
hands meekly folded in prayer, and watched the shaking hand of the Archbishop 
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95	 ﾠQuoted	 ﾠin	 ﾠStaniland,	 ﾠp.115	 ﾠ
96	 ﾠMagnus	 ﾠwrites	 ﾠthat:	 ﾠ‘Forcefulness	 ﾠwas	 ﾠthe	 ﾠcardinal	 ﾠattribute	 ﾠof	 ﾠKing	 ﾠEdward.’	 ﾠMagnus,	 ﾠp.276	 ﾠ
97	 ﾠE.A.D,	 ﾠNew	 ﾠYork	 ﾠTimes,	 ﾠAugust	 ﾠ10,	 ﾠ1902,	 ﾠnp	 ﾠ
98	 ﾠSee	 ﾠBattiscombe,	 ﾠp.249;	 ﾠRidley,	 ﾠpp.367-ﾭ‐369	 ﾠ
99	 ﾠEdward	 ﾠwore	 ﾠa	 ﾠscarlet	 ﾠmilitary	 ﾠuniform,	 ﾠsimilar	 ﾠto	 ﾠthat	 ﾠwhich	 ﾠhe	 ﾠwore	 ﾠto	 ﾠhis	 ﾠwedding.	 ﾠ	 ﾠHis	 ﾠrobes	 ﾠ
were	 ﾠmade	 ﾠby	 ﾠEde	 ﾠ&	 ﾠRavenscroft.	 ﾠ	 ﾠSee	 ﾠCampbell	 ﾠU,	 ﾠRobes	 ﾠof	 ﾠthe	 ﾠRealm,	 ﾠMichael	 ﾠO’Mara	 ﾠBooks	 ﾠLtd,	 ﾠ
London,	 ﾠ1989,	 ﾠpp.37-ﾭ‐41	 ﾠ
100	 ﾠEdward,	 ﾠDuke	 ﾠof	 ﾠWindsor,	 ﾠThe	 ﾠCrown	 ﾠand	 ﾠthe	 ﾠPeople,	 ﾠNew	 ﾠYork,	 ﾠ1954,	 ﾠnp	 ﾠ
101	 ﾠBattiscombe	 ﾠG,	 ﾠQueen	 ﾠAlexandra,	 ﾠConstable	 ﾠ&	 ﾠCo,	 ﾠ1969,	 ﾠp.249-ﾭ‐50	 ﾠ	 ﾠ
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as, from the spoon which held the sacred oil, he anointed her forehead.  I held 
my  breath  as  a  trickle  escaped  and  ran  down  her  nose.    With  a  truly  royal 
composure  she  kept  her  hands  clasped  in  prayer;  only  a  look  of  anguish 
betrayed  concern  as  her  eyes  met  mine  and  seemed  to  ask  “Is  the  damage 
great?”’
102   
 
The  choice  of  the  American  Consuelo  and  three  other  tall  Duchesses  was 
orchestrated  by  Alexandra  for  effect  rather  than  tradition,  as  the  biographer 
Tisdall related:  
Four of these ladies who were to stand by her throne in the Abbey and 
‘arrange’ her crown, she was going to pick for herself.  She was not 
interested  in  dusty  claims  or  precedents  and  was  sorry  to  cause 
disappointment if somebody had already selected them for her.  She 
would have four Duchesses.  The really important thing was that they 
should all be tall like herself.  They must all be beautiful and they must 
all have a certain similarity of appearance.  She was not going to have 
the  effect  spoiled  by  some  lady  who  did  not  match  the  rest.’
103  
According to Edward himself, it was successful, and he wrote that the 
synchronisation  of  these  ladies  as  they  placed  their  coronets  upon 
their heads when Alix was crowned was: ‘like a scene from a beautiful 
ballet.
104  
 
A Gown Fit for a Queen – The Coronation Gown & Robes of Queen Alexandra 
Where the wedding dress shimmered in silver, so the coronation gown dazzled in 
gold.  It is, in a sense, less complex as a garment than the wedding dress, in so 
much that it is unaltered and so its composition now is just as it is featured in the 
many contemporary photographs capturing the occasion and the appearance of 
the  new  Queen  (Fig.  1.10).
105   Consisting  of  a  separate  bodice  and  skirt,  the 
dress is made from a heavy and plain gold silk gauze.  This is surmounted with a 
layer of silk net, across which are sewn thousands of round gold spangles at 
regular  intervals.  Close  scrutiny  of  the  coronation  gown  suggests  again 
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 ﾠVanderbilt	 ﾠBalsan	 ﾠC,	 ﾠThe	 ﾠGlitter	 ﾠand	 ﾠthe	 ﾠGold,	 ﾠGeorge	 ﾠMann,	 ﾠ1973,	 ﾠp.132	 ﾠ
103	 ﾠTisdall,	 ﾠp.201	 ﾠ
104	 ﾠQuoted	 ﾠin	 ﾠFisher	 ﾠG	 ﾠ&	 ﾠH,	 ﾠBertie	 ﾠ&	 ﾠAlix,	 ﾠRobert	 ﾠHale	 ﾠ&	 ﾠCo,	 ﾠ1974,	 ﾠp.169	 ﾠ
105	 ﾠConservation	 ﾠnotes	 ﾠreveal	 ﾠthat	 ﾠthe	 ﾠonly	 ﾠwork	 ﾠcarried	 ﾠout	 ﾠon	 ﾠthe	 ﾠdress	 ﾠin	 ﾠrecent	 ﾠyears	 ﾠhas	 ﾠbeen	 ﾠ
remedial	 ﾠaction	 ﾠto	 ﾠhalt	 ﾠany	 ﾠfurther	 ﾠdeterioration	 ﾠof	 ﾠthe	 ﾠgarment	 ﾠ–	 ﾠrelining	 ﾠin	 ﾠplaces	 ﾠand	 ﾠsome	 ﾠrepair	 ﾠ
work,	 ﾠbut	 ﾠthe	 ﾠconstruction	 ﾠand	 ﾠappearance	 ﾠof	 ﾠthe	 ﾠdress	 ﾠis	 ﾠauthentic.	 ﾠ	 ﾠ
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 ﾠ 60	 ﾠ
conclusions that would otherwise be impossible were it not for the survival of the 
garment  itself.
106   Whilst  photography  progressed  enormously  in  the  years 
between  Alexandra’s  wedding  and  her  coronation,  still  the  black  and  white 
images, detailed and numerous though they are, fail to convey the garment and 
its impact, Luke Fildes’ portrait the only contemporary image in colour (Fig. 1.11).  
Three  elements  of  the  gown  most  immediately  apparent  are  the  long 
oversleeves, the wired collar and the colour.  The overarching effect of each of 
these elements is pure drama.  The sleeves are long and decorative only, falling 
over the short puff sleeves at the shoulder.  The wired collar, reminiscent of her 
costume ball gowns of earlier years,
107 is topped at each point with a faux pearl, 
more redolent perhaps of Tudor royalty.  The impact of the colour is most striking 
of all.  The sheer abundance of gold from the gold spangles, embroidery and lace 
trim on the overdress and the more sombre gold of the underdress is impressive 
even now, lying flat and two dimensional over a hundred years after the event.  A 
striking cloth of gold garment certainly featured amongst Queen Victoria’s range 
of Coronation garments fit for a Queen Regnant in 1838.
108  As with Alexandra’s 
dress at the turn of the 20
th century, Victoria had popular symbols of national 
identity woven into the figured silk of the dalmatica including thistles, shamrocks 
and Tudor roses (Fig. 1.12).  The difference I would suggest is a spiritual one 
between Queens Regnant and Consort.  Queen Victoria’s garments did show 
some  concession  to  fashionable  female  dress  of  the  late  1830s  but  they  are 
predominantly garments reminiscent of ecclesiastical tradition in keeping with the 
anointing of the monarch.  Whilst Alexandra took her role as anointed Consort 
very seriously, her clothing was able to refer to tradition with embroidered cloth of 
gold,  but  chose  a  more  contemporary  style.  To  see  Alexandra’s  dress  now 
however, is to realise the impression then.  The effect of such rich textures under 
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 ﾠAs	 ﾠwith	 ﾠthe	 ﾠwedding	 ﾠgown,	 ﾠphotography	 ﾠwas	 ﾠnot	 ﾠpermitted	 ﾠdue	 ﾠto	 ﾠownership	 ﾠconditions.	 ﾠ	 ﾠ	 ﾠ
107	 ﾠSee	 ﾠthe	 ﾠfancy	 ﾠdress	 ﾠchapter	 ﾠfor	 ﾠdescriptions	 ﾠof	 ﾠthese	 ﾠdresses	 ﾠworn	 ﾠto	 ﾠthe	 ﾠWaverley	 ﾠBall	 ﾠin	 ﾠ1871	 ﾠ
and	 ﾠthe	 ﾠDevonshire	 ﾠHouse	 ﾠBall	 ﾠin	 ﾠ1897.	 ﾠ
108The	 ﾠorigins	 ﾠof	 ﾠher	 ﾠgold	 ﾠsupertunica	 ﾠand	 ﾠdalmatica,	 ﾠtwo	 ﾠlong	 ﾠgold	 ﾠsilk	 ﾠcoat-ﾭ‐like	 ﾠgarments,	 ﾠare	 ﾠ
unknown.	 ﾠ	 ﾠNo	 ﾠinstructions	 ﾠsurvive	 ﾠfor	 ﾠtheir	 ﾠweaving	 ﾠalthough	 ﾠit	 ﾠis	 ﾠgenerally	 ﾠacknowledged	 ﾠthat	 ﾠthey	 ﾠ
were	 ﾠwoven	 ﾠin	 ﾠSpitalfields,	 ﾠstill	 ﾠthe	 ﾠcentre	 ﾠof	 ﾠBritish	 ﾠsilk	 ﾠmanufacture	 ﾠat	 ﾠthis	 ﾠtime.	 ﾠSee	 ﾠKay	 ﾠStaniland’s	 ﾠ
detailed	 ﾠanalysis	 ﾠof	 ﾠQueen	 ﾠVictoria’s	 ﾠcoronation	 ﾠgarments	 ﾠform	 ﾠa	 ﾠchapter	 ﾠin	 ﾠher	 ﾠbook	 ﾠIn	 ﾠRoyal	 ﾠ
Fashion,	 ﾠMuseum	 ﾠof	 ﾠLondon,	 ﾠLondon,	 ﾠ1997,	 ﾠpp.108-ﾭ‐116	 ﾠ	 ﾠ
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candles  and  electric  lights  in  its  three  dimensional  life  is  a  testament  to 
Alexandra’s  eye  for  an  occasion.    Her  choice  of  fabric  and  embellishment 
ensured that all of the pomp and drama of the Coronation was captured and 
personified in one dramatic garment.   Thus, access to the object and the chance 
to observe, record and assess the garments at first hand not only qualifies the 
historical record, but prompts an entirely original interrogation of the dress and 
the occasion.  
 
An  early  indication  that  Alexandra  would  take  her  lead,  at  least  in  part,  from 
history when it came to the planning of her own part in the Coronation came in 
the frail shape of the Grand Duchess of Mecklenburg-Strelitz, the only remaining 
Royal personage to have attended the coronation of William IV, and therefore 
well placed to observe the behaviour of the last Queen Consort.  Queen Mary’s 
biographer James Pope-Hennessy, recorded: ‘Princess May’s Aunt Augusta was 
much perturbed by all the innovations instigated by the new King.  Was it true 
that Peeresses were no longer to wear diadems in the Abbey?  Why had the 
colour  of  the  Princesses’  robes  been  changed?    She  had  written  down  her 
memories of William IV’s coronation for Queen Alexandra’s benefit: “I put down in 
writing for her, of what I recollect of the old Court: this she was glad to have, as it 
shows what the Queen Consort had to do and where she stood and walked.”’  
She went on to observe to her niece, the future Queen Mary however: ‘Now, it 
appears, this is to be altered, yet she hopes to put it right for you some day, 
when  you  take  her  place.’
109   Whilst  Alexandra  was  happy  to  consult  and 
consider the events of the past, she clearly meant to adapt the occasion to suit 
her own ideas of the appearance and actions of a Consort.   
 
It was, however, the choice of gown and robes which would mark the significance 
of  the  day,  both  in  the  eyes  of  Alexandra  herself  and  those  of  the  many 
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 ﾠPope-ﾭ‐Hennessy	 ﾠJ,	 ﾠQueen	 ﾠMary,	 ﾠGeorge	 ﾠAllen	 ﾠ&	 ﾠUnwin,	 ﾠ1959,	 ﾠp.370-ﾭ‐371	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 62	 ﾠ
spectators expecting all of the pageant and splendour of the Empire.
110  Highly 
ritualistic  garments  were  worn  by  the  monarch  only,  and  not  the  consort,  but 
Alexandra intended to ensure that her own appearance mirrored in splendour, 
that of her husband. 
 
It is through the detailed planning of these garments – the velvet coronation robe 
and the gown – that the degree of Alexandra’s agency, but also her delegation, is 
revealed.  The velvet robe was composed of a variety of structural elements.
111 
The  maker  is  given  as  Ede  &  Ravenscroft  and  they  did  indeed  conduct  the 
making up of the robe, but this belies the more complex story behind the hand 
stitching. 
 
The  design,  incorporating  nationally  symbolic  emblems  was  conceived,  at  the 
request  of  Alexandra,  by  Frederick  Vigers.
112    The  design  itself  was  not 
uncontroversial: ‘As Queen Consort, not Queen of England in her own right, the 
Queen was not strictly speaking supposed to have all the Royal emblems on her 
robe – for instance the Crown and the Star: she desired them however and the 
design incorporating them all was drawn by Mr Frederick Vigers, FRIBA, and 
executed by the Ladies’ Work Society, presided over by Princess Louise.’
113  The 
liberal  scattering  of  gold  embroidered  crowns  across  the  surface  of  the  robe, 
which are more ornate than other coronation robes in the collection, bear more 
than  a  passing  resemblance  to  the  decorative  tradition  of  Danish  coronation 
robes  (Fig.  1.13).
114   Perhaps  for  the  first  time  now  that  her  position  had 
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 ﾠMore	 ﾠso	 ﾠthan	 ﾠeven	 ﾠher	 ﾠwedding,	 ﾠthe	 ﾠCoronation	 ﾠwas,	 ﾠfor	 ﾠthe	 ﾠnew	 ﾠQueen,	 ﾠa	 ﾠday	 ﾠof	 ﾠreligious	 ﾠimport	 ﾠ
and	 ﾠshe	 ﾠmaintained	 ﾠa	 ﾠgenuine	 ﾠbelief	 ﾠin	 ﾠthe	 ﾠsymbolism	 ﾠof	 ﾠthe	 ﾠaccession	 ﾠand	 ﾠanointing.	 ﾠ	 ﾠThe	 ﾠevolution	 ﾠ
of	 ﾠthe	 ﾠCoronation	 ﾠceremony	 ﾠhad	 ﾠbrought	 ﾠitems	 ﾠof	 ﾠdress	 ﾠto	 ﾠthe	 ﾠfore,	 ﾠeach	 ﾠgarment	 ﾠcarrying	 ﾠmeaning	 ﾠ
and	 ﾠsubstance	 ﾠto	 ﾠthe	 ﾠritual.	 ﾠ	 ﾠFor	 ﾠthe	 ﾠmonarch	 ﾠthis	 ﾠrequired	 ﾠa	 ﾠnumber	 ﾠof	 ﾠgarments	 ﾠ–	 ﾠQueen	 ﾠVictoria’s	 ﾠ
vestments	 ﾠincluded	 ﾠa	 ﾠdress	 ﾠof	 ﾠgold	 ﾠbrocaded	 ﾠwhite	 ﾠsatin,	 ﾠparliament	 ﾠrobes,	 ﾠthe	 ﾠsupertunica,	 ﾠthe	 ﾠlinen	 ﾠ
colobium	 ﾠsindonis,	 ﾠthe	 ﾠdalmatica	 ﾠand	 ﾠa	 ﾠpurple	 ﾠvelvet	 ﾠrobe,	 ﾠeach	 ﾠworn	 ﾠat	 ﾠa	 ﾠdistinct	 ﾠpoint	 ﾠin	 ﾠthe	 ﾠ
ceremony.	 ﾠSee	 ﾠStaniland,	 ﾠIn	 ﾠRoyal	 ﾠFashion	 ﾠfor	 ﾠa	 ﾠmore	 ﾠdetailed	 ﾠanalysis	 ﾠof	 ﾠQueen	 ﾠVictoria’s	 ﾠCoronation	 ﾠ
garments. 	 ﾠ
111See	 ﾠAppendix	 ﾠ2	 ﾠfor	 ﾠa	 ﾠfull	 ﾠdescription	 ﾠof	 ﾠthe	 ﾠCoronation	 ﾠrobe.	 ﾠ
112	 ﾠFrederick	 ﾠVigers	 ﾠwas	 ﾠan	 ﾠavant	 ﾠgarde	 ﾠdesigner,	 ﾠwho	 ﾠwas	 ﾠlater	 ﾠto	 ﾠwin	 ﾠawards	 ﾠfor	 ﾠwallpaper	 ﾠdesign.	 ﾠ	 ﾠ
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 ﾠHalls	 ﾠZ,	 ﾠCoronation	 ﾠCostume	 ﾠ1685-ﾭ‐1953,	 ﾠLondon	 ﾠMuseum,	 ﾠLondon,	 ﾠ1973,	 ﾠp.53	 ﾠ
114	 ﾠFor	 ﾠimages	 ﾠof	 ﾠDanish	 ﾠCoronation	 ﾠgowns,	 ﾠsee	 ﾠJohansen	 ﾠK,	 ﾠRoyal	 ﾠGowns,	 ﾠRosenborg	 ﾠPalace,	 ﾠ1990,	 ﾠ
pp.30,	 ﾠ39,	 ﾠ55	 ﾠ&	 ﾠFront	 ﾠCover.	 ﾠ	 ﾠ
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changed, she felt able to incorporate an element of her own cultural heritage into 
the garments which held such spiritual significance for her.
115  Maybe this was 
the subversion which had been denied Alexandra for so long and to which she 
was referring in her conversation with Sir Arthur Ellis – the chance to openly pay 
her respects to the country of her birth and acknowledge her cultural antecedents 
through  dress.    After  years  of  championing  British  wares,  and  bearing  British 
emblems, the decorative influences on the robe of her Coronation could at last 
celebrate Denmark.  Stylistically this meant embellishment with many crowns.  
The Danish custom was to wear: ‘velours de soie rouge, entièrement brodé de 
motifs  de  couronnes  d’or.’[red  silk  velvet  covered  with  embroidered  gold 
crowns]
116 
 
The robe in its entirety cost almost £1400.
117  Over half of this amount was 
accounted for in embroidery alone, owing to the sheer volume of metal thread 
and bullion required to execute the many emblems represented.  That these 
symbols alone cost so much indicates Alexandra’s vision of patriotic Queen and 
her determination to display to all her role as consort. 
 
Even the colour of the velvet was not without complications:
118  ‘The colour of the 
velvet is not the velvet shot with crimson in the warp, traditional for a Queen of 
England, but a different purple shade, chosen by the Queen and called ‘petunia’ 
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115	 ﾠQueen	 ﾠVictoria	 ﾠhad	 ﾠnever	 ﾠmade	 ﾠAlexandra’s	 ﾠDanish	 ﾠrelatives	 ﾠparticularly	 ﾠwelcome	 ﾠand	 ﾠshe	 ﾠwas	 ﾠ
not	 ﾠallowed	 ﾠDanish	 ﾠladies	 ﾠin	 ﾠwaiting.	 ﾠ	 ﾠThe	 ﾠdelicate	 ﾠpolitical	 ﾠsituation	 ﾠbetween	 ﾠDenmark	 ﾠand	 ﾠVictoria’s	 ﾠ
beloved	 ﾠPrussia	 ﾠmade	 ﾠany	 ﾠpro-ﾭ‐Danish	 ﾠsentiments	 ﾠon	 ﾠAlexandra’s	 ﾠpart,	 ﾠa	 ﾠsensitive	 ﾠmatter.	 ﾠ
116	 ﾠJohansen	 ﾠK,	 ﾠ‘Magnificence	 ﾠdes	 ﾠRois	 ﾠDanois:	 ﾠCostumes	 ﾠde	 ﾠCouronnement	 ﾠet	 ﾠHabits	 ﾠde	 ﾠChevaliers’	 ﾠin	 ﾠ
Arizzoli-ﾭ‐Clémentel	 ﾠP	 ﾠ&	 ﾠGorguet	 ﾠBallesteros	 ﾠP	 ﾠ(Eds),	 ﾠFastes	 ﾠde	 ﾠCour	 ﾠet	 ﾠCeremonies	 ﾠRoyales,	 ﾠRéunion	 ﾠ
des	 ﾠMusées	 ﾠNationaux,	 ﾠParis,	 ﾠ2009,	 ﾠp.140	 ﾠ
117	 ﾠA	 ﾠmanuscript	 ﾠalso	 ﾠheld	 ﾠby	 ﾠthe	 ﾠLondon	 ﾠMuseum	 ﾠat	 ﾠthis	 ﾠtime,	 ﾠdetailed	 ﾠsome	 ﾠof	 ﾠthe	 ﾠother	 ﾠ
contributors	 ﾠto	 ﾠthe	 ﾠrobe;	 ﾠthe	 ﾠgold	 ﾠborders	 ﾠwere	 ﾠwoven	 ﾠby	 ﾠWarners	 ﾠ&	 ﾠCo,	 ﾠthe	 ﾠvelvet	 ﾠwas	 ﾠwoven	 ﾠby	 ﾠan	 ﾠ
old	 ﾠHuguenot	 ﾠweaver,	 ﾠM	 ﾠDorée	 ﾠand	 ﾠthe	 ﾠvelvet	 ﾠwas	 ﾠsupplied	 ﾠby	 ﾠMarshall	 ﾠ&	 ﾠSnelgrove,	 ﾠEde	 ﾠ&	 ﾠ
Ravenscroft	 ﾠthen	 ﾠbringing	 ﾠthe	 ﾠvarious	 ﾠelements	 ﾠtogether.	 ﾠ	 ﾠA	 ﾠsmall	 ﾠcolumn	 ﾠtowards	 ﾠthe	 ﾠend	 ﾠof	 ﾠthe	 ﾠfirst	 ﾠ
surviving	 ﾠvolume	 ﾠof	 ﾠAlexandra’s	 ﾠwardrobe	 ﾠaccounts,	 ﾠreveals	 ﾠthe	 ﾠcost	 ﾠof	 ﾠsuch	 ﾠluxury.	 ﾠ	 ﾠFor	 ﾠthe	 ﾠ
embroidery	 ﾠthe	 ﾠLadies’	 ﾠWork	 ﾠSociety	 ﾠreceived	 ﾠ£860,	 ﾠFrederick	 ﾠVigers	 ﾠwas	 ﾠpaid	 ﾠ£54	 ﾠfor	 ﾠhis	 ﾠdesigns,	 ﾠ
the	 ﾠbraid	 ﾠwoven	 ﾠat	 ﾠWarners	 ﾠcost	 ﾠ£37.9.5117,	 ﾠMarshall	 ﾠ&	 ﾠSnelgrove	 ﾠcharged	 ﾠ£26.5	 ﾠfor	 ﾠthe	 ﾠvelvet	 ﾠand	 ﾠat	 ﾠ
the	 ﾠend	 ﾠof	 ﾠit	 ﾠall	 ﾠEde	 ﾠ&	 ﾠSon	 ﾠwere	 ﾠpaid	 ﾠ£410	 ﾠto	 ﾠcreate	 ﾠthe	 ﾠfinished	 ﾠarticle.  	 ﾠ
118	 ﾠMy	 ﾠown	 ﾠobservations	 ﾠof	 ﾠthe	 ﾠrobe	 ﾠindicated,	 ﾠbefore	 ﾠreading	 ﾠof	 ﾠits	 ﾠcreation,	 ﾠits	 ﾠindividuality.	 ﾠ	 ﾠI	 ﾠ
recorded	 ﾠin	 ﾠmy	 ﾠnotes,	 ﾠ‘Robe,	 ﾠvery	 ﾠgorgeous	 ﾠvibrant	 ﾠpurple,	 ﾠlighter	 ﾠin	 ﾠshade	 ﾠthan	 ﾠI	 ﾠexpected;	 ﾠmore	 ﾠa	 ﾠ
mid	 ﾠviolet	 ﾠthan	 ﾠan	 ﾠinky	 ﾠpurple.’118	 ﾠ	 ﾠIt	 ﾠwas	 ﾠonly	 ﾠlater	 ﾠthat	 ﾠI	 ﾠdiscovered	 ﾠthe	 ﾠorigins	 ﾠof	 ﾠthis	 ﾠpurple.	 ﾠ	 ﾠ
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by Princess Louise.’
119  That even the colour of the velvet was not immune to 
Alexandra’s departure from tradition is a further gauge of her resolve to reinforce 
nationalistic tradition whilst simultaneously stamping her own authority across it.  
This  robe  was  designed  to  speak  volumes  –  more  ornate,  according  to 
curators
120 – than most of the other coronation robes in the collection, including 
those of monarchs themselves.  It spoke of Britain and her Empire.  But it also 
spoke of personality and the power of the individual. 
 
Images of the newly crowned Queen show little of the velvet robe, by the nature 
of its attachment to the back of the shoulders, so that the eye is drawn to the 
principal garment of the day – Queen Alexandra’s coronation gown. This was a 
garment designed for maximum impact; it is a theatrical garment in so many of its 
elements,  illustrative  of  careful  planning  and  attention  to  detail.
121   The  wired 
collar was a bold adornment to include, as Zillah Halls remarks upon from the 
London Museum collection: ‘Queen Alexandra’s high-standing wired collar has a 
certain affinity with the Scandinavian and ‘Henry IV’ not to speak of one of the 
last stage costumes worn by Adelina Patti in 1895 and also in the museum’s 
collections.’
122 She  clearly  recognised  that  beyond  the  religious  aspect  of  the 
Coronation, it was essentially a piece of theatre and with a collar reminiscent of 
Elizabeth I, dazzling fabric and long sweeping medieval sleeves, she would play 
her part. 
 
Alexandra was, as with the robe, fully engaged with the design and realisation of 
this gown.  The commission however, was to take shape far from her realm of 
control, and was overseen by another.  Mary, Lady Curzon was, in 1902 the 
Vicereine of India (Fig. 1.14).  She was feted for her style and beauty: ‘She never 
made the mistake of overloading her outfits with too much fussy and distracting 
decoration, preferring to leave her exquisitely embroidered gowns to make their 
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 ﾠHalls,	 ﾠp.53	 ﾠ
120	 ﾠDuring	 ﾠmy	 ﾠvisit	 ﾠto	 ﾠKensington	 ﾠPalace	 ﾠto	 ﾠsee	 ﾠthe	 ﾠCoronation	 ﾠrobe,	 ﾠthe	 ﾠcurator	 ﾠmentioned	 ﾠin	 ﾠpassing	 ﾠ
that	 ﾠthis	 ﾠwas	 ﾠfar	 ﾠmore	 ﾠelaborate	 ﾠthan	 ﾠmany	 ﾠother	 ﾠof	 ﾠthe	 ﾠrobes	 ﾠin	 ﾠtheir	 ﾠcollections	 ﾠthere.	 ﾠ
121	 ﾠFor	 ﾠa	 ﾠfull	 ﾠdescription	 ﾠof	 ﾠthe	 ﾠgown	 ﾠsee	 ﾠAppendix	 ﾠ2.	 ﾠ
122	 ﾠHalls,	 ﾠp.16	 ﾠ	 ﾠ
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own dramatic, yet suitably regal, impact.’
123  It was this approach which appealed 
to  Alexandra’s  own  sartorial  tastes,  and  she  felt  confident  enough  of  Lady 
Curzon’s flair to call on her assistance prior to the coronation.
124   
 
Lady Curzon and her new Queen, inhabited different worlds; they shared little in 
common, yet there is a curious synergy of experience that validates Alexandra’s 
choice in handing so important a task to a woman so far away.  Like Alexandra, 
Mary Curzon presided regularly over a kind of court presentation ceremony not 
dissimilar to that of the Royal Drawing Rooms; fancy dress balls at which the 
Vicereine had to maintain a certain regal standard were common and her styling 
of  her  famous  peacock  dress  for  the  Coronation  Durbar  in  1903  rivalled 
Alexandra’s coronation gown for sheer magnificence.
125  Her ability to correctly 
assess the requirements for her public appearance was one of the attributes so 
prized by Alexandra.
126   
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123	 ﾠAshelford	 ﾠJ,	 ﾠThe	 ﾠArt	 ﾠof	 ﾠDress	 ﾠClothes	 ﾠand	 ﾠSociety	 ﾠ1500-ﾭ‐1914,	 ﾠThe	 ﾠNational	 ﾠTrust,	 ﾠLondon,	 ﾠ1996,	 ﾠ
p.252	 ﾠ
124	 ﾠMary	 ﾠherself	 ﾠrecounted	 ﾠthis	 ﾠrequest	 ﾠin	 ﾠa	 ﾠletter	 ﾠto	 ﾠher	 ﾠhusband	 ﾠdated	 ﾠSunday	 ﾠ9	 ﾠJune	 ﾠ1901,	 ﾠ‘This	 ﾠ
afternoon	 ﾠthe	 ﾠQueen	 ﾠsent	 ﾠfor	 ﾠme	 ﾠand	 ﾠI	 ﾠwent	 ﾠto	 ﾠsee	 ﾠher	 ﾠat	 ﾠMarlborough	 ﾠHouse	 ﾠand	 ﾠabsolutely	 ﾠnothing	 ﾠ
could	 ﾠexceed	 ﾠher	 ﾠkindness	 ﾠ–	 ﾠkissed	 ﾠme!	 ﾠ–	 ﾠpatted	 ﾠme	 ﾠ–	 ﾠadmired	 ﾠme!	 ﾠAnd	 ﾠwished	 ﾠto	 ﾠsee	 ﾠme	 ﾠagain.	 ﾠ	 ﾠI	 ﾠ
brought	 ﾠher	 ﾠa	 ﾠblack	 ﾠ&	 ﾠsilver	 ﾠpiece	 ﾠof	 ﾠembroidery	 ﾠto	 ﾠshew	 ﾠher	 ﾠand	 ﾠshe	 ﾠwants	 ﾠme	 ﾠto	 ﾠorder	 ﾠa	 ﾠsimilar	 ﾠ
dress	 ﾠfor	 ﾠher	 ﾠCoronation	 ﾠpageants	 ﾠ–	 ﾠone	 ﾠis	 ﾠto	 ﾠbe	 ﾠblack	 ﾠ&	 ﾠsilver,	 ﾠanother	 ﾠmauve	 ﾠ&	 ﾠgold	 ﾠwith	 ﾠgreat	 ﾠ
train.	 ﾠ	 ﾠShe	 ﾠsaid	 ﾠshe	 ﾠwould	 ﾠleave	 ﾠit	 ﾠall	 ﾠto	 ﾠme	 ﾠwhich	 ﾠI	 ﾠdon’t	 ﾠmuch	 ﾠlike	 ﾠ–	 ﾠbut	 ﾠI	 ﾠshall	 ﾠdo	 ﾠmy	 ﾠvery	 ﾠbest	 ﾠto	 ﾠget	 ﾠ
her	 ﾠsomething	 ﾠbeautiful	 ﾠembroidered	 ﾠat	 ﾠDelhi.’	 ﾠLetter	 ﾠfrom	 ﾠMary	 ﾠto	 ﾠGeorge	 ﾠCurzon,	 ﾠquoted	 ﾠin	 ﾠBradley	 ﾠ
J,	 ﾠLady	 ﾠCurzon’s	 ﾠIndia,	 ﾠLetters	 ﾠof	 ﾠa	 ﾠVicereine,	 ﾠGeorge	 ﾠWeidenfeld	 ﾠ&	 ﾠNicolson	 ﾠLtd,	 ﾠLondon,	 ﾠ1985,	 ﾠp.107	 ﾠ	 ﾠ
This	 ﾠis	 ﾠfollowed	 ﾠby	 ﾠanother	 ﾠletter	 ﾠwritten	 ﾠa	 ﾠmonth	 ﾠlater	 ﾠfrom	 ﾠLondon,	 ﾠ‘I	 ﾠam	 ﾠwaiting	 ﾠhere	 ﾠfor	 ﾠQueen’s	 ﾠ
command.	 ﾠ	 ﾠCharlotte	 ﾠKnollys	 ﾠhas	 ﾠwritten	 ﾠshe	 ﾠwished	 ﾠto	 ﾠsee	 ﾠme	 ﾠabout	 ﾠordering	 ﾠCoronation	 ﾠdress	 ﾠin	 ﾠ
India...’	 ﾠBradley	 ﾠJ,	 ﾠp.117	 ﾠ
125	 ﾠA	 ﾠdetailed	 ﾠassessment	 ﾠof	 ﾠthe	 ﾠsartorial	 ﾠchoices	 ﾠof	 ﾠMary	 ﾠCurzon	 ﾠas	 ﾠVicereine	 ﾠis	 ﾠexplored	 ﾠin	 ﾠThomas	 ﾠ
N,	 ﾠ‘Embodying	 ﾠImperial	 ﾠSpectacle:	 ﾠdressing	 ﾠLady	 ﾠCurzon,	 ﾠVicereine	 ﾠof	 ﾠIndia	 ﾠ1899-ﾭ‐1905’	 ﾠin	 ﾠCultural	 ﾠ
Geographies,	 ﾠVol	 ﾠ14,	 ﾠ2007,	 ﾠpp.369-ﾭ‐400	 ﾠ
126	 ﾠIn	 ﾠ1905	 ﾠLady	 ﾠCurzon	 ﾠand	 ﾠher	 ﾠhusband	 ﾠwere	 ﾠasked	 ﾠto	 ﾠgreet	 ﾠthe	 ﾠPrince	 ﾠand	 ﾠPrincess	 ﾠof	 ﾠWales	 ﾠon	 ﾠ
their	 ﾠarrival	 ﾠin	 ﾠIndia	 ﾠfor	 ﾠa	 ﾠState	 ﾠtour	 ﾠof	 ﾠthe	 ﾠcolony	 ﾠ–	 ﾠan	 ﾠimportant	 ﾠoccasion	 ﾠfor	 ﾠcolonial	 ﾠrelations.	 ﾠ	 ﾠ
Mary	 ﾠdescribed	 ﾠtheir	 ﾠarrival	 ﾠin	 ﾠa	 ﾠletter	 ﾠto	 ﾠher	 ﾠmother,	 ﾠ‘I	 ﾠhad	 ﾠon	 ﾠmy	 ﾠmost	 ﾠbeautiful	 ﾠgrey	 ﾠembroidered	 ﾠ
gown	 ﾠand	 ﾠparasol	 ﾠgloves	 ﾠall	 ﾠto	 ﾠmatch	 ﾠ&	 ﾠmy	 ﾠpearls,	 ﾠand	 ﾠto	 ﾠmy	 ﾠhorror	 ﾠI	 ﾠfound	 ﾠthe	 ﾠprincess	 ﾠin	 ﾠa	 ﾠlittle	 ﾠ
common	 ﾠwhite	 ﾠmuslin	 ﾠlike	 ﾠsundress!	 ﾠwith	 ﾠa	 ﾠnarrow	 ﾠblue	 ﾠsash	 ﾠand	 ﾠa	 ﾠlittle	 ﾠblue	 ﾠribbon	 ﾠround	 ﾠher	 ﾠneck.	 ﾠ	 ﾠ
This	 ﾠfor	 ﾠher	 ﾠgreat	 ﾠpublic	 ﾠentry	 ﾠto	 ﾠIndia.	 ﾠ	 ﾠTo	 ﾠfinish	 ﾠoff	 ﾠshe	 ﾠhad	 ﾠa	 ﾠmost	 ﾠcommon	 ﾠsun	 ﾠumbrella	 ﾠand	 ﾠa	 ﾠ
funny	 ﾠlittle	 ﾠblue	 ﾠpin	 ﾠ–	 ﾠWell	 ﾠwe	 ﾠall	 ﾠmarched	 ﾠthrough	 ﾠthe	 ﾠgreat	 ﾠpavilion	 ﾠwith	 ﾠguards	 ﾠof	 ﾠhonour	 ﾠand	 ﾠthe	 ﾠ
whole	 ﾠofficial	 ﾠshown	 ﾠ&	 ﾠthe	 ﾠPrince	 ﾠ(in	 ﾠwhite	 ﾠlinen	 ﾠclothes)	 ﾠwalked	 ﾠfirst	 ﾠwith	 ﾠGeorge	 ﾠwho	 ﾠwas	 ﾠin	 ﾠfull	 ﾠ
uniform,	 ﾠI	 ﾠbehind	 ﾠwith	 ﾠthe	 ﾠPrincess.	 ﾠ	 ﾠI	 ﾠthink	 ﾠpeople	 ﾠwere	 ﾠtaken	 ﾠaback	 ﾠby	 ﾠtheir	 ﾠappearance	 ﾠfor	 ﾠthere	 ﾠ
was	 ﾠno	 ﾠcheering	 ﾠat	 ﾠall	 ﾠwhen	 ﾠthey	 ﾠwalked	 ﾠup	 ﾠon	 ﾠthe	 ﾠplatform	 ﾠ&	 ﾠreceived	 ﾠthe	 ﾠaddress.’	 ﾠ	 ﾠMary,	 ﾠlike	 ﾠ
Alexandra,	 ﾠrecognised	 ﾠthe	 ﾠrequirements	 ﾠof	 ﾠRoyal	 ﾠapparel	 ﾠin	 ﾠa	 ﾠway	 ﾠthat	 ﾠPrincess	 ﾠMary	 ﾠdid	 ﾠnot.	 ﾠ	 ﾠ
Thomas	 ﾠpp.378-ﾭ‐379.	 ﾠ	 ﾠ
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Suppressing  her  earlier  fears  over  so  daunting  a  commission,  Mary  Curzon 
embraced  the  challenge.    Her  communications  via  Charlotte  Knollys  reveal 
Alexandra’s hand in the design from the outset.  Less than a week after she had 
reported the news in her letter to her husband, Lady Curzon received instructions 
from the Queen: ‘The Queen has instructed me to write and say that she thinks 
the dress for the Coronation would look very well net embroidered in gold and 
silver with rose, shamrock and thistle.  Could you therefore have a design made 
and send it to Her Majesty to look at.  It must not be ‘too conventional’ or stiff but 
something  in  the  ‘flowery’  style  of  your  dress...I  am  sure  it  would  be  a  very 
popular thing for the Queen to have her Coronation dress made in India and I 
think the effect would be lovely.’
127  The text appears to suggest that Charlotte is 
quoting  the  Queen  verbatim  over  the  charge  that  the  embroidery  not  be  ‘too 
conventional’ but ‘flowery’ like the Vicereine’s allowing the smallest glimpse of 
Alexandra’s personal wishes.  That this most anticipated and visible of gowns 
should not be too conventional is a declaration of the new Queen’s intentions.  
She was determined that her appearance on the day the world was watching her 
should not be mired in Establishment expectations and so ensured enough of the 
exotic far east in the design to stamp her individuality whilst remaining within the 
bounds of taste.  
 
One of the deciding factors which influenced Alexandra’s decision to have the 
overdress made in India was: ‘As a tribute to the sub-continent she knew that she 
would now never see’.
128 One of the regrets of her life was that she had been 
forbidden by Queen Victoria to travel with Edward on his State visit to India in 
1876.
129 Now, when the choice was hers to make she ensured that she would be 
crowned in a dress that hailed from that distant corner of the world, both as a 
statement of Empire and her own personal desires. 
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127	 ﾠQuoted	 ﾠin	 ﾠThomas,	 ﾠp.388	 ﾠ
128	 ﾠHough	 ﾠR,	 ﾠEdward	 ﾠand	 ﾠAlexandra,	 ﾠHodder	 ﾠ&	 ﾠStoughton,	 ﾠ1992,	 ﾠp.241	 ﾠ
129	 ﾠThe	 ﾠcorrespondence	 ﾠwhich	 ﾠflashed	 ﾠbetween	 ﾠthe	 ﾠtwo	 ﾠwomen	 ﾠat	 ﾠthe	 ﾠtime,	 ﾠrevealed	 ﾠdeep	 ﾠ
determination	 ﾠon	 ﾠboth	 ﾠsides	 ﾠto	 ﾠhave	 ﾠher	 ﾠway.	 ﾠ	 ﾠThe	 ﾠruling	 ﾠmatriarch	 ﾠprevailed	 ﾠhowever,	 ﾠand	 ﾠ
Alexandra	 ﾠremained	 ﾠin	 ﾠEngland.  	 ﾠ	 ﾠ
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 It was not only the lure of Indian design, which attracted Alexandra to order her 
designs so far overseas, but a more pragmatic consideration.  Three letters from 
Charlotte  Knollys  to  Lady  Curzon  between  August  and  October  1901,  are 
emphatic on one point: ‘Private My Dear Lady Curzon, The Queen wishes me to 
write and ask you not to tell anyone in England about the dresses ordered in 
India, or else they will be wanting to have some also, whereas HM would like to 
have something original for her Coronation dress.’
130  Clearly the risks of handing 
the commission to a London based embroidery firm were apparently too great in 
Alexandra’s estimation.  Less than a week later, Miss Knollys writes again: ‘I do 
not think the Queen has the slightest objection to letting it be known in India that 
her Coronation dress is to be made there.  She only thought (entre nous) that if 
the London Ladies got hold of it they would be wanting to copy hers!’
131  Any 
feelings of patriotic patronage were overridden by the more pressing concern of 
ensuring utter originality.  After forty years of mixing with the ‘London Ladies’ the 
Queen opted to put as much distance as possible between the designs and any 
potential copycats.  Even after the Coronation was over, Alexandra still valued 
her originality, and a letter from Sir Dighton Probyn to Lady Curzon containing a 
bank draft for the embroidery firms, contains the following warning quoted, he 
says, from the Queen: “Be sure and tell Lady Curzon to see that the natives to 
whom I am going to give my warrant do not let the Duchess of Connaught or any 
of  the  Ladies  now  going  out  to  India,  copy  my  dresses”!!    How  this  is  to  be 
managed quietly I cannot think!’
132  It was worth the absence of complete control 
in  order  to  achieve  this,  besides  which  the  Queen  trusted  in  Lady  Curzon’s 
abilities to discharge her duty with elegance and flair.  Mary’s efforts were given 
the Royal seal of approval, with Charlotte Knollys again reporting for the Queen 
that: ‘HM is enchanted with them.
133 Mary wrote in a letter to her Mother of the 
personal approach she had taken to the execution of the design: ‘I have cut them 
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 ﾠLady	 ﾠCurzon	 ﾠPapers,	 ﾠBritish	 ﾠLibrary	 ﾠEast	 ﾠIndia	 ﾠPapers,	 ﾠF306/35	 ﾠNo71,	 ﾠAugust	 ﾠ3	 ﾠ1901	 ﾠ
131	 ﾠLCP,	 ﾠF306/35	 ﾠNo	 ﾠ76,	 ﾠAugust	 ﾠ9	 ﾠ1901	 ﾠ
132	 ﾠLCP,	 ﾠF306/35	 ﾠNo	 ﾠ108,	 ﾠNovember	 ﾠ6	 ﾠ1902	 ﾠ
133	 ﾠLCP,	 ﾠF306/35	 ﾠNo	 ﾠ86,	 ﾠMay	 ﾠ20	 ﾠ1902	 ﾠ	 ﾠ
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all out on the floor & traced the design through marking paper on to the stuff till 
my back has nearly cracked.’
134  
 
As with the velvet robe, the various elements that together constituted the dress, 
were  made  up  elsewhere,  this  time  left  in  the  trusted  hands  of  arguably 
Alexandra’s  favourite  couture  house  of  this  period,  Morin  Blossier.    It  is  their 
name woven into the silk waistband of the bodice and skirt and it was to them 
that the sum of £996.2.6 was paid.
135 It was a brave choice on Alexandra’s part 
and is indicative of her trust in the French firm’s abilities to create the perfect 
gown for her.  Queen Alexandra herself wrote to Lady Curzon, expressing her 
thanks and updating her with the progress of the gown at the dressmaker’s: ‘And 
now  I  must  tell  you  about  my  Indian  Coronation  robes  which  you  so  kindly 
designed and carried out.  I have had the white and gold embroideries made up 
over a Cloth of Gold which makes a brilliant effect.’
136 This inherent sense of 
what would work for her overcame any qualms of loyalty to British manufacture.  
Despite the nationalistic symbolism embroidered all over the gown, not a part of it 
was constructed in the UK (Fig. 1.15). 
 
On  August  9  1902,  the  postponed  coronation  of  Edward  VII  and  Queen 
Alexandra took place; it is from accounts of the ceremony that the new Queen’s 
shrewdness  and  awareness  of  what  the  occasion  warranted  becomes  more 
apparent.  The choice of the all-gold gown, in addition to the obviously regal 
overtones, made perfect sense given the theatre of the crowning ceremony.  The 
New  York  Times  described  the  moment:  ‘...when  the  tottering  Primate,  who 
almost fainted in the act, placed the diadem on the head of him whom he had just 
anointed in the name of the Lord to be “a Captain over his inheritance”, electric 
lights suddenly blazed in the sanctuary behind which the bones of St Edward 
repose..’
137  The effect of the ultra-modern electric lights on the Royal couple, 
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and  their  glittering  attire  must  have  been  tremendous  and  almost  certainly 
premeditated.	 ﾠ 
 
Queen  Alexandra  had  made  her  entrance  first  and  her  emergence  from  a 
darkened area of the Abbey must also have been calculated for maximum effect.  
One of the peeresses, Lady Jane Lindsay wrote: ‘When the Queen appeared, it 
was like a vision coming through the dark archway of the screen.  I never saw 
anything more beautiful.’
138  Consuelo, Duchess of Marlborough, one of the four 
of  the  Queen’s  canopy  bearers  wrote  of  the  loveliness  of  the  Queen  as  she 
processed forwards and admitted: ‘I felt a lump in my throat and realised that I 
was more British than I knew.’
139 
 
Alexandra had ensured through careful planning, fine detail and her now well 
practised flair for what an occasion demanded in terms of dress, that she shone 
– spiritually and materially at this most splendid of events.  The reporter for the 
New York Times was effusive in his praise as he looked at Alexandra on her 
throne: ‘No wonder the whole nation admires her, for surely a younger looking 
woman of her years was never seen, or a more graceful one.  She is endowed 
with that natural grace and instinctive knowledge of the fitness of things which 
the most laboriously acquired manners can never equal.’
140 
 
Conclusion 
For decades, the expectations of dress history were bound up in the minutiae of 
shape and form – the fullness of a skirt, the tightness of a sleeve – the ‘hemline 
history’ that placed surviving objects into their chronological place.
141  Whilst this 
kind of study was invaluable in contextualising garments for the generations of 
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 ﾠissues	 ﾠsee	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 ﾠSpecial	 ﾠIssue	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 ﾠ
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historians  that  followed,  material  culture  methodologies  can  demand  more  of 
historic  dress  than  simply  its  place  in  time.    Taking  two  important  sartorial 
examples from significant events in Alexandra’s life, a close study of the objects 
offers the opportunity to draw conclusions about the wearer and the occasion at 
which they were worn that would otherwise have been impossible.  The impact of 
fabric, embellishments and objects hidden from view enable the observer to add 
considerably to the biographical record.  Alexandra’s choice of metallic thread in 
each of the gowns is instructive, indicating her recognition of her central role at 
each occasion and how she wished to be visible in a most literal sense.  Her 
desire for visibility apparently fascinated her, the firm of Woodhouse and Rawson 
announcing in their 1888 catalogue that they had supplied Alexandra with their 
patented electric jewellery: ‘a Complete Set, superior, for Ball Room purposes.’
142  
Her  ability  to  incorporate  theatrical  elements  in  the  Coronation  gown  echoing 
those  of  past  successes  at  costume  balls  acknowledges  the  spectacle  of  the 
anointing.    Alexandra  astutely  maintained  the  contemporary  silhouette  whilst 
simultaneously adding touches of drama, history and tradition to a symbolically 
significant  garment.    The  embroidered  crowns  covering  the  velvet  robes  pay 
homage to the country of her birth, whose traditions and symbolisms had taken a 
far less prominent role for most of her married life.  As a 19 year old bride, the 
surreptitious  addition  of  fine  European  lace,  hidden  from  the  public  gaze  but 
known to the wearer hints at the more steely side to Alexandra – the side that 
was prepared to act on her own initiative at the same time as placating the force 
of a mother in law such as Queen Victoria.  The alterations most apparent on the 
wedding  gown  tell  their  own  tale;  a  tale  of  necessity  over  sentiment  and  of 
pragmatism  in  the  face  of  the  social  whirlwind  that  was  to  follow  the  Royal 
Wedding. 
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A  focussed  case  study  of  this  kind  has  also  prompted  an  evaluation  of 
Alexandra’s ‘agency’ in appearance.  It is tempting to suppose that her approach 
to dress in 1863 would differ hugely from that of 1902 and yet through applying a 
concentrated examination of each occasion in parallel, it becomes more apparent 
that Alexandra did not take a passive role in the preparations for her wedding, 
but  nor  did  she  reject  delegation  for  the  realisation  of  her  wishes  for  the 
Coronation  40  years  later.    Whilst  doubtless  more  autocratic  given  her 
experiences by her late 50s at the Coronation, as the young Princess of Wales, 
Alexandra  demonstrated  from  the  outset  that  she  possessed  the  skills  and 
acumen  to  choose  and  plan  her  appearance,  particularly  for  the  grand  state 
occasion.  Close observation of the objects alongside a robust interrogation of 
hitherto little studied contemporary material has allowed a personality to emerge. 
 
Where  the  wedding  dress  was  created  out  of  entirely  British  wares  and 
constructed under the auspices of entirely British manufacturers conversely not a 
stitch  of  the  Coronation  dress  was  fabricated  in  Britain.    Although  the  velvet 
Coronation  robes  were  made  and  embellished  in  London,  the  design  saw  a 
departure from that traditionally associated with a Consort’s robe, the aesthetics 
allied more to those of Danish customs.  These complexities of construction are 
bound up with the agency of the woman who was to wear them.  From teenage 
bride to regal matriarch, Alexandra demonstrated an ability not only to dress in a 
manner that was expected of her for such significant ceremonial occasions but to 
covertly exert her own preferences in design at the same time.     
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Chapter 2 
‘Manifold Perils and Luxuries’  
The Logistics of Queen Alexandra’s Travelling Wardrobe 
 
Describing a particularly arduous journey with Queen Victoria in 1888 to 
Balmoral, a lady-in-waiting Marie Mallett concluded in a letter: ‘such are the 
manifold perils and luxuries of Royal travel.’
1 Her account captured both the 
tediousness and potential discomfort of regular long journeys with the monarch, 
which was coupled with elements of extravagance that might be expected of the 
Court in progress.  Seemingly endless train journeys to Balmoral, crossing and 
recrossing the Solent to Osborne House, packing and unpacking.  Such was the 
tenor of daily life for members of the Royal household. 
 
Almost thirty years earlier, another of Queen Victoria’s attendants, the Maid of 
Honour Lady Eleanor Stanley, vented her frustration in a letter to her mother in 
1859: ‘Oh! The orders and counter orders on these royal journeys!  Everything 
was arranged on Monday to leave Osborne at 3pm, all the messages sent and 
special trains and steamers ordered; - when lo and behold yesterday at six 
o’clock the royal minds are changed – hasty counter messages are sent off in all 
directions, and we are told that the start is to be a quarter past ten this morning 
from Osborne Pier.’
2 Even the most loyal and long-standing courtiers were not 
immune to some of the absurdities accompanying such a lifestyle.  William Kuhn 
in his biography of Henry Ponsonby, the Queen’s Private Secretary for a quarter 
of a century writes: ‘There is weariness in the tone of a letter he wrote in 1890 
telling Mary that the royal train had arrived on schedule in the north.  ‘The 
Royalties have now put on their kilts and Scotch garments and we are now 
Highlanders again.’
3 (Fig. 2.1) 
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Embedded within these contemporary narratives however are the realities of how 
such a household managed, day to day, with the logistics of travel.  This chapter 
will explore how a household, and more specifically a working Royal wardrobe 
such as Alexandra’s, operated at a number of different levels.  In the first 
instance it will consider the nomadic lifestyle that Edward and Alexandra enjoyed 
for the majority of their married life and more specifically how this was achieved 
at the most fundamental of levels – the luggage.  Careful packing and functional 
cases were essential elements of this lifestyle and yet it is an area that is hugely 
under-researched. Presumably the anonymity of the luggage owes much to its 
efficiency and there is little trace of it now. 
 
The structure of Edward’s and Alexandra’s year followed similar patterns for most 
of their lives, deviating only occasionally to cater for unexpected events.  Largely, 
however, their travels were predictable and followed the patterns of the Season 
and Society, a programme of events and expectations that had been evolving 
from the 18
th century but which had reached the peak of its rigidity in the 19
th 
century: ‘By the 1870s the calendar of social events for a national Society with its 
blend of rural and urban pursuits was almost complete.’
4  As a general rule they 
spent January to May undertaking a variety of trips and activities from spending 
time at Sandringham and other country house visits to continental tours on the 
Royal Yacht.  May to July was spent in London for the Season during which time 
the couple would attend Drawing Rooms, balls, operas, give garden parties, 
attend to civic duties and presentations in the capital.  The first week in August 
was Cowes week which would see Edward and Alexandra relocate to the Isle of 
Wight for the yachting.  August and September were spent in Scotland during the 
shooting season and the latter months of the year again were spent at 
Sandringham, country house visiting, trips to Paris and for Alexandra alone time 
in Denmark with her family. 
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Beyond the everyday requirements of Alexandra’s wardrobe whilst in residence 
in the capital, was the choice and transport of that same wardrobe when 
travelling around the UK and further afield as Edward and Alexandra frequently 
did.
5 Alexandra’s early reputation for appropriate attire meant that careful 
planning was required when packing for such trips.  Alongside the desire to 
appear suitably clothed at all times as a guest or residing in a residence outside 
London was presumably a note of pragmatism.  From illustrations released by 
the railway companies and personal accounts, this section will examine too how 
quantities of luggage were transported and how this manifested itself in terms of 
sartorial choices. Additionally through studying regular press reports and records 
from the country houses themselves where possible, this section will attempt to 
establish how the women of Alexandra’s household kept the wardrobe working in 
transit.   
 
The other side of this story is that of those who had to prepare to receive the 
royal visitors.  Shining a light onto the logistical arrangements made by some of 
the people who opened their homes to Edward and Alexandra allows a wider 
picture to emerge of detailed advanced planning and even architectural additions 
to their houses.  A close analysis of the experience as recorded at Cragside, a 
house in Northumberland, is instructive here. 
 
The clothes themselves specifically intended for travel also inhabit a shadowy 
corner of Alexandra’s wardrobe.  In many ways they are invisible garments – 
neither surviving now or in contemporary records or images.  Occasional 
references acknowledge their existence but as with other aspects of this 
narrative of travel the particulars are vague, concealed even.  They were 
garments that served a particular purpose but were not reported upon or seen by 
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the general public.  Their outline is historically blurry but merit some attempt at 
definition here.  
 
Finally, taking these sartorial expectations to an international stage, the chapter 
will reflect upon the potential difficulties thrown up by foreign travel.  Advance 
preparations for the transportation of luggage and the dressers to organise the 
trunks were just one of the measures in place in anticipation of such trips.   Both 
Edward and Alexandra travelled abroad regularly throughout their lives, either 
together or separately.  This included travels in Europe but also voyages further 
afield where climate and environment necessitated more specialist clothing.  
Foreign travel might also necessitate the purchase of either culturally appropriate 
or at least culturally flattering garments.  Whilst not permitted to involve herself in 
affairs of state politically
6, at least sartorially she was able to strike the right 
diplomatic note with both dignitaries and general populace. 
 
Whilst clearly fundamental to a better understanding of how Alexandra 
maintained her public appearance, this is not a straightforward narrative.  The 
workings of the royal household were rarely recorded in detail and the 
experiences of the dressers are for the most part never told.
7  Royal travel and its 
realities was a subject that was referred to circumspectly in the sources.  It was a 
means to an end and as such requires some careful unravelling to build a more 
coherent picture of how it actually worked.  Thus the sources are fragmented, 
patchy and sometimes peripheral.  Collectively, however, they can shine a light 
upon this fascinating yet under researched element of royal dress. 
 
Nomadic Royals – Travel and the Royal Luggage 
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For the duration of their married life, Edward and Alexandra were great travellers, 
both at home and abroad.
8 The pattern of their year varied little during their 
married life and a study of the Court Circular over a number of years confirms the 
consistency of this annual pattern interspersed with their trips abroad.
9  Edward 
himself had become accustomed to such regularity of travel from his childhood.  
Queen Victoria’s dresser Frieda Arnold recorded in a letter home in 1856 a 
typical fortnight following a lavish garter ceremony at Windsor: ‘After this 
magnificence followed days full of fatigue and exertion: we had to pack and 
unpack continuously for fourteen full days.’
10 The sartorial logistics for such a 
nomadic lifestyle are only hinted at rarely and by Alexandra herself not at all.  
Queen Victoria clearly participated in elements of such planning.  She wrote in 
1855 on returning from her State Visit to Paris: ‘…unpacking and distributing 
presents and now, all the bother of selecting things and packing for Scotland.’
11   
 
Since her reputation for shrewd dress choices followed her for decades, it is fair 
to assume that Alexandra too would have liaised with her dressers in the 
garment choices for such trips accounting for particular occasions, evening 
entertainments and seasonal requirements.  Once such decisions had been 
made it was then left to the dressers to pack and eventually unpack, a duty that 
was the most tiring according to Frieda: ‘To arrive like that at a house where 
one’s only welcome is from endless boxes with still more endless contents to 
unpack is dreadful beyond description.’
12  Whilst the choices made were carefully 
considered, they were not always infallible as Marie Mallet bemoaned in her 
correspondence home from Balmoral in 1889: ‘I am in despair about my clothes, 
no sooner have I rigged myself out with good tweeds than we are plunged into 
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8	 ﾠThe	 ﾠcivic	 ﾠduties	 ﾠthat	 ﾠwere	 ﾠthe	 ﾠmainstay	 ﾠof	 ﾠEdward’s	 ﾠcareer	 ﾠas	 ﾠPrince	 ﾠof	 ﾠWales	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 ﾠthe	 ﾠ
cyclical	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 ﾠannual	 ﾠRoyal	 ﾠcalendar	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 ﾠthat	 ﾠtrips	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 ﾠwere	 ﾠfrequent	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 ﾠRoyal	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 ﾠcountry	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 ﾠSee	 ﾠAppendix	 ﾠ5	 ﾠfor	 ﾠa	 ﾠselection	 ﾠof	 ﾠspreadsheets	 ﾠoutlining	 ﾠthe	 ﾠdaily	 ﾠschedule	 ﾠof	 ﾠthe	 ﾠPrincess	 ﾠof	 ﾠWales	 ﾠ
as	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 ﾠin	 ﾠthe	 ﾠCourt	 ﾠCircular	 ﾠand	 ﾠprinted	 ﾠin	 ﾠThe	 ﾠTimes.	 ﾠ	 ﾠThese	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 ﾠthe	 ﾠnumber	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 ﾠ
locations	 ﾠthat	 ﾠEdward	 ﾠand	 ﾠAlexandra	 ﾠvisited	 ﾠon	 ﾠan	 ﾠannual	 ﾠbasis	 ﾠin	 ﾠa	 ﾠpattern	 ﾠthat	 ﾠvaried	 ﾠlittle	 ﾠover	 ﾠthe	 ﾠ
years.	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 ﾠStoney	 ﾠB	 ﾠ&	 ﾠWeltzien	 ﾠH,	 ﾠp.50	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11	 ﾠQuoted	 ﾠin	 ﾠStoney	 ﾠB	 ﾠ&	 ﾠWeltzien	 ﾠH,	 ﾠp.111	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12	 ﾠStoney	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 ﾠWeltzien	 ﾠH,	 ﾠp.179	 ﾠ	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the deepest mourning for the King of Portugal, jet ornaments for six weeks!  And 
he was only a first cousin once removed.  So I only possess one warm black 
dress; the Sunday one is far from thick, it is a lesson never, never to buy 
anything but black!.’
13  Alexandra’s faithful assistant the Hon. Charlotte Knollys 
wrote of the strain of so nomadic a life: ‘We had a most restless, busy 
summer…never more than, at most, two Sundays in the same place and such 
endless heaps of letters and people to see.’
14 
 
From a practical viewpoint, the nature of the luggage itself warrants some 
reflection given the complexity and volume of female dress during the second 
half of the nineteenth century.  Alexandra’s wardrobe accounts prove to be of 
little help in this respect and so it is to the warrant holders that information 
relating to luggage is sourced.  Still holding two royal warrants today, the firm of 
Asprey were the principal suppliers of royal luggage from the 1850s onward.
15  
Their dressing cases had first come to prominence at the Great Exhibition in 
1851 where they received an ‘honourable mention’ for their ladies dressing case.  
They recognised the changing market heralded by rail travel: ‘In the 1850s, the 
old wooden dressing cases used by the gentry when they travelled about in their 
private coaches were being superseded by more portable and less cumbersome 
leather cases, suitable for travel on the fast-spreading railways.  The Aspreys set 
out to capture this market.’
16 In 1862 Aspreys received a royal warrant from both 
the Queen and the Prince of Wales and regular invoices to the company feature 
in the Wardrobe Accounts although sadly no details.  Aspreys enjoyed the 
exclusivity of this royal patronage: ‘Trunks for the royal family were made in black 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
13	 ﾠMallet	 ﾠV	 ﾠ(Ed),	 ﾠp.32	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14	 ﾠCharlotte	 ﾠKnollys	 ﾠletter,	 ﾠThe	 ﾠKnollys	 ﾠPapers,	 ﾠ2IM69/25/5,	 ﾠHampshire	 ﾠRecord	 ﾠOffice.	 ﾠ	 ﾠThis	 ﾠseries	 ﾠof	 ﾠ
letters	 ﾠwhich	 ﾠcovers	 ﾠthe	 ﾠlate	 ﾠ1890s	 ﾠand	 ﾠinto	 ﾠthe	 ﾠ1900s	 ﾠdoes	 ﾠnot	 ﾠrecord	 ﾠvery	 ﾠmuch	 ﾠdetail	 ﾠabout	 ﾠthe	 ﾠ
daily	 ﾠlife	 ﾠof	 ﾠAlexandra,	 ﾠpresumably	 ﾠout	 ﾠof	 ﾠloyalty	 ﾠon	 ﾠCharlotte’s	 ﾠpart.	 ﾠ	 ﾠHowever,	 ﾠthe	 ﾠdifferent	 ﾠletter	 ﾠ
heads	 ﾠon	 ﾠher	 ﾠnotepaper	 ﾠreveal	 ﾠthe	 ﾠmany	 ﾠdifferent	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 ﾠ
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 ﾠroyal	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 ﾠaround	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 ﾠUK,	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 ﾠin	 ﾠRussia	 ﾠand	 ﾠCopenhagen	 ﾠ
amongst	 ﾠothers.	 ﾠ	 ﾠThis	 ﾠin	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 ﾠoffers	 ﾠa	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 ﾠof	 ﾠthe	 ﾠbusy	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 ﾠof	 ﾠthe	 ﾠroyal	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 ﾠ
15	 ﾠAspreys	 ﾠare	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 ﾠupon	 ﾠfor	 ﾠtheir	 ﾠjewellery	 ﾠand	 ﾠluxury	 ﾠitems.	 ﾠ	 ﾠThey	 ﾠhold	 ﾠwarrants	 ﾠfrom	 ﾠthe	 ﾠ
Queen	 ﾠ	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 ﾠthe	 ﾠPrince	 ﾠof	 ﾠWales	 ﾠas	 ﾠjewellers	 ﾠand	 ﾠgold	 ﾠand	 ﾠsilversmiths.	 ﾠ	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 ﾠHeald	 ﾠT,	 ﾠBy	 ﾠAppointment	 ﾠ–	 ﾠ
150	 ﾠYears	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠWarrant	 ﾠand	 ﾠits	 ﾠHolders,	 ﾠQueen	 ﾠAnne	 ﾠPress,	 ﾠLondon,	 ﾠ1989,	 ﾠp.283.	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16	 ﾠHillier	 ﾠB,	 ﾠAsprey	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 ﾠBond	 ﾠStreet	 ﾠ1781-ﾭ‐1981,	 ﾠQuartet	 ﾠBooks	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 ﾠLondon,	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leather instead of the normal brown’
17 expertly accommodating the needs of royal 
travel and the amount of clothing required for such visits.  This sense of volume 
and packing in a late nineteenth century context has been most recently explored 
in the exhibition Louis Vuitton – Marc Jacobs at the Musée des Arts Décoratif in 
Paris
18 and in the MA thesis of Veronica Contreras entitled Packing in Fashion: A 
material culture study of the Louis Vuitton trunk – 1875-1914.
19  In both, the 
innovation required of packing clothes during the period is explored.  Contreras 
looks specifically at the Vuitton wardrobe trunk whose interior catered practically 
for a range of objects.
20   
 
More oblique references to at least the maintenance of luggage can be found in 
the royal accounts.  The company of S. Last were charged with the repair of 
trunks amounting to £41.12s in February 1899 although the nature of the repairs 
is not described.
21  In the same year, Queen Victoria’s invoices reveal that the 
well known leather manufacturers John S. Deed & Sons 91 New Oxford St sent a 
bill for the Michlemas Quarter for: ‘5 crimson C.G. Moroccos, 2 doz yards 
Morocco banding, 1 packet studs, 1 gross buttons’ which came to £7.4s 
suggestive again of luggage repair.
22  The exact composition however of 
Alexandra’s travel luggage is not known now other than the occasional reference 
to its volume.  A report of Edward and Alexandra’s visit to Cragside House in 
1884 noted that: ‘The guests were quickly followed by their servants and 
attendants accompanied by five tons of luggage.’
23  In her Mediterranean cruise 
album of 1899 the Princess of Wales wrote simply: ‘This is our baggage’ 
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17	 ﾠHillier	 ﾠB,	 ﾠp.48	 ﾠ
18	 ﾠLouis	 ﾠVuitton	 ﾠ–	 ﾠMarc	 ﾠJacobs,	 ﾠMusée	 ﾠdes	 ﾠArts	 ﾠDécoratif,	 ﾠ107	 ﾠRue	 ﾠde	 ﾠRivoli,	 ﾠParis	 ﾠMarch	 ﾠ9	 ﾠ2012	 ﾠ–	 ﾠ
September	 ﾠ16	 ﾠ2012.	 ﾠ	 ﾠ	 ﾠPart	 ﾠof	 ﾠthe	 ﾠexhibition	 ﾠconsists	 ﾠof	 ﾠa	 ﾠdoll’s	 ﾠtrousseau	 ﾠand	 ﾠtrunk	 ﾠlaid	 ﾠout	 ﾠto	 ﾠ
demonstrate	 ﾠthe	 ﾠvolume	 ﾠof	 ﾠa	 ﾠfemale	 ﾠwardrobe	 ﾠduring	 ﾠthis	 ﾠperiod	 ﾠand	 ﾠthe	 ﾠrequirements	 ﾠof	 ﾠthe	 ﾠtrunk	 ﾠ
it	 ﾠwould	 ﾠneed	 ﾠto	 ﾠoccupy.	 ﾠ	 ﾠSee	 ﾠhttp://www.lesartsdecoratifs.fr/IMG/pdf/157-ﾭ‐ADC-ﾭ‐aide-ﾭ‐visite-ﾭ‐LVMJ-ﾭ‐
impression01b.pdf	 ﾠfor	 ﾠexhibition	 ﾠdetails.	 ﾠ	 ﾠAccessed	 ﾠon	 ﾠ8.5.12	 ﾠ
19	 ﾠContreras	 ﾠV,	 ﾠPacking	 ﾠin	 ﾠfashion:	 ﾠA	 ﾠmaterial	 ﾠculture	 ﾠstudy	 ﾠof	 ﾠthe	 ﾠLouis	 ﾠVuitton	 ﾠtrunk	 ﾠ–	 ﾠ1875-ﾭ‐1914,	 ﾠ
unpublished	 ﾠMA	 ﾠThesis,	 ﾠUniversity	 ﾠof	 ﾠBrighton,	 ﾠ2011.	 ﾠ
20	 ﾠVuitton	 ﾠis	 ﾠnot	 ﾠan	 ﾠestablishment	 ﾠthat	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 ﾠin	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 ﾠaccounts,	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 ﾠ
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 ﾠVuitton	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 ﾠpractical	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 ﾠ
21	 ﾠRA/VIC/ADDA21/219A,	 ﾠFolio110	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22	 ﾠThe	 ﾠNational	 ﾠArchives,	 ﾠLC11/317	 ﾠ1899	 ﾠ
23	 ﾠNewcastle	 ﾠEvening	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underneath a photograph depicting a mountain of cases of varying sizes
24 whilst 
thirty years earlier Mrs Grey, Alexandra’s lady in waiting wrote in her journal at 
the beginning of a long visit to Egypt: ‘After we had all retired to our cabins, a 
fearful fire broke out in some of the warehouses close to the Quay.  I rather think 
that all our luggage, sent on before, had been kept in this very house until the 
morning of this day, when it was put on board the Ariadne.  Thus we had a very 
narrow escape of losing all our property, which, considering where we were 
going would have been very serious.’
25  The party numbered 42 in total and the 
indication that the luggage had filled a warehouse signifies its great size. 
 
Whilst those items most likely to be required for any journey were kept with the 
Royal party, the bulk of the luggage was sent on ahead accompanied by one of 
the dressers who undertook these duties on a rota.  Frieda Arnold wrote in 1855 
of a journey to Balmoral: ‘I went with the carriage this time, for we always take 
turns’.
26  That this practice operated as part of a regulated system within the royal 
household is evidenced through a series of printed vouchers which members of 
the household completed in order to claim for travel expenses, including their 
date and purpose of travel, how long the journey took and any additional 
expenses such as the hire of a carriage or transport of luggage.
27 
 
Modes of Transport 
By the time of their marriage in 1863 rail travel had superseded that of the horse 
and carriage, meaning that for the Royal family far greater distances might be 
covered more quickly and conveniently.  Queen Victoria had taken her first train 
journey in 1841 and approved of it thenceforth.  Train companies issued 
timetables which contained both the timings and composition of the carriages in 
the Royal Train.  One of these dated November 1900 clearly illustrates how 
dressers and luggage were accommodated, the dressers occupying their own 
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24	 ﾠRPC	 ﾠ03/0065,	 ﾠp.1	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25	 ﾠHon.	 ﾠMrs	 ﾠGrey,	 ﾠJournal	 ﾠof	 ﾠa	 ﾠVisit	 ﾠto	 ﾠEgypt,	 ﾠConstantinople,	 ﾠthe	 ﾠCrimea,	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 ﾠthe	 ﾠSuite	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Prince	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 ﾠPrincess	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 ﾠWales,	 ﾠHarper	 ﾠ&	 ﾠBros,	 ﾠNew	 ﾠYork,	 ﾠ1870,	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 ﾠStoney	 ﾠB	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 ﾠWeltzien	 ﾠH,	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section of the Royal Saloon car during the day with a separate sleeping carriage 
towards the front of the train whilst the luggage was transported in the fourgon 
carriage towards the rear of the train.
28  For those occasions where rail travel 
was not possible the range of vehicles became more complex.  For the final 
stages of the journey to Balmoral the arrangements were: ‘five travelling landaus 
and fours; a charabanc and pair; a small fourgon and pair for loose luggage.  
Four horses were also required for the dressers’ coach; four horses for the 
queen’s fourgon, or luggage van; and a pair of horses for Prince Albert’s fourgon.  
The dressers’ coach, fourgons and three vans had, as last year, been sent to 
Aberdeen by steamer.’
29  As railway services expanded, the Royal services were 
tailored to facilitate the onward travel of the Royal family.  For Edward and 
Alexandra’s frequent trips to Sandringham, a purpose built station was 
constructed on the estate at Wolferton:   ‘Princess Alexandra was particularly 
fond of Wolferton Station and even decorated her private sitting room in her 
favourite shade of blue.’
30  The Royal family commissioned their own carriages 
that were paid for and maintained by the Royal Household but when travelling 
used different in-service locomotives to pull the luxury saloon cars.
31 The 
carriages were intended to provide the same degree of luxury as the interior of a 
royal residence and were fitted out with comfortable furniture, pictures hanging 
from the walls along with ornaments and photographs.
32 (Fig. 2.2) 
 
Alexandra enjoyed rail travel and unlike Queen Victoria whose train was never 
permitted to travel faster than thirty miles an hour, relished the speed it 
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 ﾠMallet	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 ﾠ(Ed),	 ﾠpp.208-ﾭ‐209	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 ﾠStoney	 ﾠB	 ﾠ&	 ﾠWeltzien	 ﾠH,	 ﾠp.178	 ﾠ
30	 ﾠHoey	 ﾠB,	 ﾠThe	 ﾠRoyal	 ﾠTrain	 ﾠ–	 ﾠThe	 ﾠInside	 ﾠStory,	 ﾠHaynes	 ﾠPublishing,	 ﾠYeovil,	 ﾠ2008,	 ﾠp.115	 ﾠ
31	 ﾠThis	 ﾠhas	 ﾠremained	 ﾠthe	 ﾠcase	 ﾠtoday	 ﾠas	 ﾠdescribed	 ﾠon	 ﾠthe	 ﾠofficial	 ﾠBritish	 ﾠMonarchy	 ﾠwebsite:	 ﾠ‘The	 ﾠexact	 ﾠ
number	 ﾠand	 ﾠcombination	 ﾠof	 ﾠcarriages	 ﾠforming	 ﾠthe	 ﾠRoyal	 ﾠTrain	 ﾠis	 ﾠdetermined	 ﾠby	 ﾠfactors	 ﾠsuch	 ﾠas	 ﾠwhich	 ﾠ
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 ﾠof	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 ﾠRoyal	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 ﾠaccessed	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19.03.13.	 ﾠ
32	 ﾠThe	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 ﾠnumber	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 ﾠ
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 ﾠimages	 ﾠand	 ﾠdetails	 ﾠof	 ﾠthe	 ﾠcarriage.	 ﾠ	 ﾠAccessed	 ﾠon	 ﾠ19.03.13.	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 81	 ﾠ
afforded.
33 She recognised too that although travelling by train offered a period of 
privacy, her appearance would once again be recorded the minute she set foot 
from her carriage.  An incident in 1909 on board the Royal train as it approached 
Berlin is illustrative not only of an awareness that this analysis took place but also 
of her humour in recognising it: ‘At dinner time a sudden lurch of the train sent a 
dish of quails flying in all directions, one bird actually lodging in her hair.  The 
company held their breath, fearing that quail and toupet were inextricably 
tangled.  The Queen, however, was neat fingered; she deftly removed the bird 
without any untoward accident and for the rest of the meal she kept the table in 
fits of laughter by describing how she was planning to arrive at Berlin coifée de 
cailles.’
34 
 
The sheer scale of baggage that accompanied a lengthy royal tour often required 
its own mode of transport.  Oliver Montagu noted in his detailed journal of 1874 
on arriving at Dover: ‘Received at the pier by General Commanding & his staff 
and proceeded at once on board the steamer “Samphire” & left for Calais; the 
heavy baggage proceeding in another steamer.’
35  Louisa Antrim wryly observed 
during a royal trip to France as lady in waiting: ‘When the splendid train, with its 
buttoned and tasselled upholstery in pale blue, primrose and pearl grey, its 
elegantly moulded door handles and ventilators steamed gently into Nice, 
unloading took half an hour.  There was a mountain of Household luggage 
whereas the Indians appeared to carry their all in pocket handkerchiefs.’
36   Mrs 
Grey, the lady in waiting attendant upon Alexandra during the tour of Egypt in 
1869 wrote at length of the days spent journeying through Europe prior to their 
departure. The party had spent a week in Europe from Copenhagen to Berlin and 
from Berlin to Vienna attending the ballet, skating, shopping, dancing.  They were 
attended upon at all times, there even being a number of dignitaries deputed to 
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33‘The	 ﾠKing	 ﾠand	 ﾠQueen	 ﾠwere	 ﾠdelighted	 ﾠwhen	 ﾠthey	 ﾠbroke	 ﾠspeed	 ﾠrecords,	 ﾠas	 ﾠin	 ﾠMarch	 ﾠ1902,	 ﾠwhen	 ﾠthey	 ﾠ
travelled	 ﾠfrom	 ﾠPaddington	 ﾠto	 ﾠDartmouth	 ﾠin	 ﾠDevon	 ﾠnon-ﾭ‐stop.	 ﾠ	 ﾠIt	 ﾠwas	 ﾠthe	 ﾠfirst	 ﾠtime	 ﾠany	 ﾠtrain	 ﾠhad	 ﾠ
achieved	 ﾠthis.’	 ﾠHoey	 ﾠB,	 ﾠpp.115-ﾭ‐116	 ﾠ
34	 ﾠBattiscombe	 ﾠG,	 ﾠp.265	 ﾠ
35	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ04/0004/1	 ﾠ
36	 ﾠLongford	 ﾠE	 ﾠ(Ed),	 ﾠLouisa	 ﾠLady	 ﾠin	 ﾠWaiting,	 ﾠJonathan	 ﾠCape,	 ﾠLondon,	 ﾠ1979,	 ﾠp.37	 ﾠ	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give an official farewell when the royal party left Vienna at 5.00am on January 27.  
Being under constant scrutiny in this way, even at less than sociable hours of the 
day must have placed additional constraints onto the packing of clothing.  No 
slipping away under cover of darkness in an old cloak but rather the formal taking 
of leave in appropriate dress. 
 
Much of Edward and Alexandra’s travel abroad took place at sea either in the 
form of a multi-stop cruise or a more direct journey to a given destination.  This 
was the era of the royal yacht, vessels of immense luxury. (Fig. 2.3) For 
Alexandra they were spaces to escape to and it is worth noting that the most 
comprehensive selection of her own writing to have survived in the UK comprises 
a series of travel albums written to commemorate such cruises in the 1890s and 
1900s.
37  Living as she did under such regular public observation her time on 
board one of the royal yachts offered her privacy and a sense of camaraderie 
(Fig.2.4).  A community spirit developed which Alexandra cherished and 
mourned its loss as the trips reached their conclusion.  She recorded with 
pleasure in 1893 an evening of dancing and singing with the crew on their last 
night of a Norwegian cruise.
38  She recalled too an incident in which the carriage 
she was being driven at speed caused her hat to work itself awry: ‘It was very 
nice but very cold and blowy which blew my hat all awry of which however I was 
in blissful ignorance until I got into the boat & the people cheered – I tried to bow 
with great dignity!! And when I saw Captain Holford and the mess in fits of 
suppressed laughter on the subject, as the more I bowed the more crooked got 
the hat until I fear at last I must have looked perfectly cracked.’
39  
 
For the crew also a royal tour offered a very different kind of service: ‘For the 
officers it meant automatic promotion on leaving, and a relaxed and pleasant 
lifestyle when serving, with the cachet that inevitably comes with service in royal 
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 ﾠThese	 ﾠare	 ﾠnow	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection	 ﾠin	 ﾠWindsor	 ﾠCastle.	 ﾠ
38	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ03/0064/37	 ﾠ
39	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ03/0064/25	 ﾠ	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circles.’
40  The informality of life on board ship was captured by Alexandra herself 
frequently through her love of photography, many images of life on board ship 
appearing in her volume Queen Alexandra’s Christmas Gift Book published in 
1908 by the Daily Telegraph to raise money for charity.
41 Family members, 
officers, crew and pets mingle within its covers, arranged similarly to her private 
albums.
42 (Fig. 2.5) Sartorial allusions are almost never included in these albums, 
perhaps further evidence that in the more relaxed context of the cruise it was 
something to which she gave little thought.  Only once does she casually remark:  
‘Friday August 25
th I got up at 6 o’clock & began making a sketch out of the 
window of my cabin.  I confess it was very cold work by the open port so I 
wrapped myself in a shawl & my old sealskin cloak (the very same old thing I 
wore on my arrival in England 63 when I landed at Gravesend before my 
marriage).’
43  Without any other comment it is difficult to understand if she had 
retained this garment out of a sense of nostalgia or for its practical qualities in 
such a setting but this is the only reference to dress in the album.  Her 
photographs of the cruise, pasted into the album alongside the other ephemera 
reveal that the tailor-made prevailed as a presumably practical and appropriate 
garment. Aesthetically the tailor-made suit complimented the naval attire of 
officers and crew, reinforcing the sense of shared experience that Alexandra so 
enjoyed.  Without exception in each image in which she appears she wears a 
navy/black or cream suit with often an oversized cream cap.  Undoubtedly of 
superior quality but also utilitarian and understated. (Fig. 2.6) 
 
Accommodation on board the royal yacht allowed for the variation in dress that 
was required for those cruises that included official state visits.  In 1905, Queen 
Alexandra recorded in some detail the many weeks of cruising the 
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40	 ﾠDalton	 ﾠT,	 ﾠBritish	 ﾠRoyal	 ﾠYachts,	 ﾠHalsgrove,	 ﾠDevon,	 ﾠ2002,	 ﾠp.158	 ﾠ
41	 ﾠCreated	 ﾠto	 ﾠlook	 ﾠlike	 ﾠa	 ﾠfamily	 ﾠsnapshot	 ﾠalbum,	 ﾠwith	 ﾠthe	 ﾠpictures	 ﾠpasted	 ﾠonto	 ﾠblack	 ﾠpaper	 ﾠit	 ﾠwas	 ﾠ
presented	 ﾠin	 ﾠa	 ﾠdeliberately	 ﾠdomestic	 ﾠfashion	 ﾠalbeit	 ﾠwith	 ﾠthe	 ﾠbackdrop	 ﾠof	 ﾠa	 ﾠfantastically	 ﾠexpensive	 ﾠ
ship.  	 ﾠ
42	 ﾠThese	 ﾠalbums	 ﾠwere	 ﾠwritten	 ﾠby	 ﾠhand	 ﾠand	 ﾠfilled	 ﾠwith	 ﾠher	 ﾠwatercolours,	 ﾠpostcards,	 ﾠmenus	 ﾠand	 ﾠ
newspaper	 ﾠclippings	 ﾠ–	 ﾠtravel	 ﾠscrapbooks	 ﾠthat	 ﾠmemorialised	 ﾠthe	 ﾠtrip.  	 ﾠ
43	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ03/0064/12	 ﾠ	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Mediterranean, including State visits to Portugal and Malta and a family visit to 
Greece.  They travelled on board the Victoria & Albert, one of the largest yachts 
of its day whose accommodation was described by Captain Augustus Agar: ‘The 
reception rooms and dining saloon were on upper deck level, while the cabins 
and other private suites and rooms were one deck below...There were 14 cabins 
for guests, with a further 7 for their maids and valets.’
44  On the State deck were 
the private suites for the King & Queen, which included the Queen’s bedroom, 
dressing and bathrooms and the Queen’s dresser’s cabin.
45  As with the earlier 
Norwegian cruise album, Alexandra herself makes no direct reference to dress 
but the album itself is full of photographs in which the full range of her cruising 
wardrobe is displayed.  The patterns for dress appear to be dependent upon the 
space she occupied.  On board ship during the day she once more adopted her 
tailor-made suits in a quasi-naval context, even doing so for more formal 
presentations.  A newspaper clipping pasted into the album records the maritime 
authorities welcome of the Royal party on board the yacht: ‘At the reception of 
the Spanish authorities the Queen wore a black walking costume with a toque to 
match.’
46  Unlike her sister the Empress Marie Feodorovna of Russia, Alexandra 
never wore formal uniforms but it seems plausible here that at sea the tailored 
suit with its origins linking it to the yachting suits of the 1870s appealed to 
Alexandra’s sense of appropriate attire.
47  On disembarking from the yacht her 
garments changed and so for a similarly formal presentation in Lisbon two days 
later the local press recorded that she was: ‘dressed in a becoming costume of 
violet & lilac.  Her appearance is charming.’
48  So for a public presentation away 
from the yacht, Alexandra adopted a less utilitarian style, more in keeping with 
public expectations for a feminine queenly figure.  Her garments became more 
formal again for evening and State receptions.  A detailed description of such a 
dress supposedly worn during this trip survives in the Anderson Galleries 
catalogue of 1937: ‘Embroidered white satin State gown.  Of white satin, back 
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44	 ﾠAgar	 ﾠA,	 ﾠFootprints	 ﾠin	 ﾠthe	 ﾠSea,	 ﾠEvans	 ﾠBros,	 ﾠLondon,	 ﾠ1959,	 ﾠpp.161-ﾭ‐66	 ﾠ
45	 ﾠDalton,	 ﾠp.177	 ﾠ
46	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC/03/0069/5	 ﾠ
47	 ﾠA	 ﾠmore	 ﾠdetailed	 ﾠanalysis	 ﾠof	 ﾠAlexandra’s	 ﾠappropriation	 ﾠof	 ﾠtailor-ﾭ‐made	 ﾠsuits	 ﾠappears	 ﾠin	 ﾠChapter	 ﾠ3.	 ﾠ
48	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC/03/0069/9	 ﾠ	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and front panels with appliqué borders of rose tissue covered with embroidered 
tulle bearing floral rinceaux in gold cordonnets and bugles.  In one piece with 
short rose tissue sleeves and square-cut neck.  Worn by HM the Queen in 
Portugal (1905) on a visit to the King & Queen of Portugal; also worn for State 
visits and at the Grand Opera, Lisbon.’
49  Alexandra did indeed attend the Opera 
in Lisbon on March 24 after which she wrote: ‘They gave me quite an ovation 
which touched me deeply but made me so shy.’
50  
 
Accommodation was not always so easily managed in a single space.  For the 
Egyptian tour, the number of vessels required to transport the entire party along 
the Nile was extensive and varied.  Mrs Grey was to share the second steamer of 
the party with the Prince and Princess and this she deemed excellent: ‘The 
Prince and Princess have a very nice sleeping cabin with a bath-room and 
dressing-room apiece.  There is a large sitting room with a piano and very pretty 
furniture and then come my two cabins; small, about seven feet square, but very 
comfortable and outside these a large cabin for the dresser Mrs Jones and my 
excellent Fins’.
51 She went on to describe the rest of their convoy consisting of 
five boats and included the main steamer, the accommodation steamer, the 
kitchen boat, a boat for donkeys and horses and at the rear a boat for the French 
washerwoman, indicative of at least part of the maintenance of clothes during the 
tour. 
 
Travel Garments 
The act of travelling itself had its own vocabulary of clothing with which 
Alexandra would have been familiar and which would have formed part 
of her ensemble.  Few outer garments relating to Alexandra as Princess 
or Queen have survived.  Of the five that remain, four of them are of a 
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49	 ﾠAnderson	 ﾠGalleries	 ﾠInc,	 ﾠA	 ﾠUnique	 ﾠAssemblage	 ﾠof	 ﾠRoyal	 ﾠRobes	 ﾠand	 ﾠState	 ﾠGowns	 ﾠFormerly	 ﾠBelonging	 ﾠto	 ﾠ
HM	 ﾠQueen	 ﾠAlexandra,	 ﾠAmerican	 ﾠArt	 ﾠAssociation,	 ﾠNew	 ﾠYork,	 ﾠ1937,	 ﾠp.15	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50	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC/03/0069/10.	 ﾠThe	 ﾠwhereabouts	 ﾠof	 ﾠthis	 ﾠdress	 ﾠare	 ﾠnot	 ﾠcurrently	 ﾠ
known	 ﾠbut	 ﾠits	 ﾠdescription	 ﾠfits	 ﾠthat	 ﾠof	 ﾠthe	 ﾠformal	 ﾠState	 ﾠgown,	 ﾠother	 ﾠexamples	 ﾠof	 ﾠwhich	 ﾠhave	 ﾠsurvived	 ﾠ
and	 ﾠwhich	 ﾠclearly	 ﾠformed	 ﾠa	 ﾠpart	 ﾠof	 ﾠthe	 ﾠwardrobe	 ﾠmaintained	 ﾠon	 ﾠboard	 ﾠby	 ﾠthe	 ﾠdressers.  	 ﾠ
51	 ﾠGrey	 ﾠT,	 ﾠp.47	 ﾠ	 ﾠ
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quality and design that indicates they were worn for public and formal 
engagements – decorative dolmans
52 certainly not suited to rail travel 
(Fig. 2.7).  It is probable that Alexandra would have possessed coats 
such as those frequently depicted in the pages of women’s periodicals.  
In these, garments such as the ‘travelling ulster’ were illustrated against 
the backdrop of a railway ticket office, locomotive steaming into the 
station behind, advertising its suitability as an overcoat robust enough to 
withstand the rigours and grime of the railway.  These ulsters or dust 
cloaks were described as being fabricated from: ‘tussore, double alpaca, 
waterproof tweed or checked camel’s hair.’
53  Another ulster cut from 
plaid cloth and lined with satinette is described as most suitable for 
‘travelling in bad weather’ and features a collar that might be turned up 
against the elements and wide sleeves that could be turned down over 
the hands.
54  Documentary evidence suggests that Alexandra did order 
some of her travelling clothes from her favourite tailors.  Though the 
objects have not survived a record of their purchase has.  Susan North’s 
research into the couture house of Redfern includes an appendix in 
which she identifies Redfern clothes made for royal and aristocratic 
patrons as recorded in The Queen.  According to this the Princess of 
Wales purchased from Redfern one ulster in October 1881, a travelling 
costume in July 1883, a walking cloak in December 1883 and a travelling 
cloak in May 1884.
55  These are only a random selection based upon 
garments The Queen chose to report upon but do provide evidence of 
Alexandra’s sartorial consumption relating to travelling garments. Whilst 
there are no specialist outerwear suppliers that feature within the 
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 ﾠA	 ﾠdolman	 ﾠwas	 ﾠa	 ﾠshort	 ﾠcape-ﾭ‐like	 ﾠgarment	 ﾠwhich	 ﾠdoes	 ﾠhave	 ﾠsleeves	 ﾠand	 ﾠis	 ﾠusually	 ﾠdecorative.	 ﾠ	 ﾠIt	 ﾠis	 ﾠ
not	 ﾠgenerally	 ﾠa	 ﾠparticularly	 ﾠpractical	 ﾠouter	 ﾠgarment	 ﾠalthough	 ﾠwas	 ﾠoften	 ﾠmade	 ﾠfrom	 ﾠheavy	 ﾠfabric	 ﾠand	 ﾠ
so	 ﾠwould	 ﾠhave	 ﾠbeen	 ﾠwarm	 ﾠat	 ﾠleast.	 ﾠ
53	 ﾠThe	 ﾠQueen,	 ﾠLady’s	 ﾠNewspaper	 ﾠand	 ﾠCourt	 ﾠChronicle,	 ﾠDecember	 ﾠ14	 ﾠ1878,	 ﾠp.459	 ﾠ
54	 ﾠThe	 ﾠQueen,	 ﾠLady’s	 ﾠNewspaper	 ﾠand	 ﾠCourt	 ﾠChronicle,	 ﾠDecember	 ﾠ21	 ﾠ1878,	 ﾠp.483	 ﾠ
55	 ﾠNorth	 ﾠS,	 ﾠ‘John	 ﾠRedfern	 ﾠ&	 ﾠSons,	 ﾠ1847	 ﾠto	 ﾠ1892’	 ﾠin	 ﾠCostume	 ﾠVol.	 ﾠ42,	 ﾠ2008,	 ﾠpp.165-ﾭ‐6	 ﾠ	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wardrobe accounts such as Aquascutum or Burberry, there are many 
outfitters whose wares would have included such protective items.
56 
 
Often these garments inhabit a shadowy place in the sartorial record.  
From a royal perspective they were not necessarily designed for public 
display, performing at a practical level rather than a stylish one.  
Certainly there are no images of Alexandra wearing such a garment, 
even as she stood at the railway platform, a garment that might be 
dispensed with swiftly as welcoming parties gathered.  Duster coats now 
in the collections of the Royal Ontario Museum reveal the plain and 
pared down construction of such garments consisting of pale unadorned 
cotton or silk, deep collars and cuffs and centre front buttons. (Fig. 2.8)  
They are protective and functional and not at all decorative. 
 
There is a single coat now in the collections of the Metropolitan Museum 
in New York, which dates to c1863 and may have formed part of the 
young Princess of Wales’ trousseau.
57  This has been recorded as a 
driving coat.  Made from white wool with deep lapels and cuffs of 
lambswool it appears functional yet the gold braid frog trimming makes it 
decorative also. In light of this sole surviving coat, it is perhaps too large 
a leap to suppose that Alexandra applied such decorative elements to all 
of her practical coats thereafter but it is a possibility to consider.  
Knowing from an early point in her career that there were few 
opportunities for her to enter into the public domain unobserved it is 
feasible to suggest that her travel clothes might reflect this appreciation. 
 
Receiving Royal Visitors 
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 ﾠIncluded	 ﾠon	 ﾠa	 ﾠsingle	 ﾠfolio	 ﾠof	 ﾠthe	 ﾠaccounts	 ﾠfrom	 ﾠ1898	 ﾠare	 ﾠfour	 ﾠsuch	 ﾠestablishments	 ﾠ–	 ﾠSwan	 ﾠ&	 ﾠEdgar,	 ﾠ
Graham	 ﾠ&	 ﾠSon,	 ﾠWoolland	 ﾠBros	 ﾠand	 ﾠHowell	 ﾠ&	 ﾠJames	 ﾠ–	 ﾠall	 ﾠof	 ﾠwhom	 ﾠmay	 ﾠhave	 ﾠsupplied	 ﾠAlexandra	 ﾠwith	 ﾠ
additional	 ﾠtravelling	 ﾠcoats.	 ﾠSee	 ﾠRA	 ﾠVic/Add	 ﾠA21/219A,	 ﾠFolio	 ﾠ28	 ﾠ
57	 ﾠWhite	 ﾠwool	 ﾠcoat,	 ﾠMetropolitan	 ﾠMuseum	 ﾠof	 ﾠArt,	 ﾠNew	 ﾠYork,	 ﾠaccession	 ﾠnumber	 ﾠCI.37.44.10	 ﾠ	 ﾠ
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In addition to their habitual visits to royal residences outside London, Edward and 
Alexandra were regular visitors at private residences around the UK.  Often these 
stays formed part of a civic appointment and the country estates of the 
aristocracy substituted as a hotel for the royal couple.  To many houses they 
were frequent guests, such as the estate of the Duke and Duchess of 
Manchester at Kimbolton Castle.  Edward had first visited in 1861 at which point, 
compared to other large country estates: ‘Kimbolton must have seemed small 
and inconvenient, with insufficient accommodation for the valets and lady’s maids 
who would accompany important guests.’
58 It was in the 1860s that the architect 
William Burn was given the task of extending parts of the servants’ 
accommodation, to include more rooms for visiting maids but also a ‘Wardrobe 
Room’.  The description of this space as a wardrobe room and its position on the 
plans showing it directly next door to the dressers’ accommodation suggests that 
rather than storing luggage, this was an area where the extensive travelling 
wardrobe of a woman such as Alexandra could be unpacked and maintained for 
the duration of the stay.
59 
 
Even for the owners of the largest estates in the country, the prospect of a royal 
visit and the logistics it entailed could be the cause of some anxiety.  In 1872 the 
Duke of Devonshire wrote to his son in anticipation of a visit by the Prince and 
Princess of Wales: ‘Glad you are staying at Sandringham, for you will be able to 
get answers to several things I want to know.  How long do they stay?  How 
many servants do they bring?  How many maids for the Princess? Do you think 
you could bring any horses? Am so afraid that our own may not stand the 
cheering.’
60  Consuelo Vanderbilt, the American heiress married to the Duke of 
Marlborough recorded similar concerns when Edward suggested he would like to 
visit Blenheim: ‘we at once began the rather onerous preparations such a visit 
entailed.  Our proposed list of guests having been submitted and approved, we 
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58	 ﾠButler	 ﾠN,	 ﾠ‘William	 ﾠBurn:	 ﾠKimbolton’s	 ﾠForgotten	 ﾠArchitect’	 ﾠ	 ﾠin	 ﾠKimbolton	 ﾠLocal	 ﾠHistory	 ﾠJournal,	 ﾠ
Number	 ﾠ11	 ﾠSpring	 ﾠ2007,	 ﾠp.8	 ﾠ
59	 ﾠHuntingdon	 ﾠRecord	 ﾠOffice,	 ﾠMap	 ﾠ87	 ﾠ
60	 ﾠQuoted	 ﾠin	 ﾠVane	 ﾠH,	 ﾠAffair	 ﾠof	 ﾠState,	 ﾠA	 ﾠBiography	 ﾠof	 ﾠthe	 ﾠ8th	 ﾠDuke	 ﾠand	 ﾠDuchess	 ﾠof	 ﾠDevonshire,	 ﾠPeter	 ﾠ
Owen,	 ﾠLondon,	 ﾠ2004,	 ﾠp.95	 ﾠ	 ﾠ
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became engrossed in plans to make the visit agreeable and memorable.’
61  
There follows her slightly anarchic description of the sartorial expectations of 
such a visit, an account laden with the bewilderment she still felt towards the 
British aristocracy and what she perceived to be their absurdities:  
 
The number of changes of costume was in itself a waste of 
precious time.  To begin with, even breakfast, which was served 
at 9.30 in the dining room, demanded an elegant costume of 
velvet or silk.  Having seen the men off to their sport, the ladies 
spent the morning round the fire reading the papers and 
gossiping.  We next changed into tweeds to join the guns for 
luncheon, which was served in the High Lodge or in a tent.  
Afterwards we usually accompanied the guns and watched a 
drive or two before returning home.  An elaborate tea gown was 
donned for tea, after which we played cards or listened to a 
Viennese band or to the organ until time to dress for dinner, 
when again we adorned ourselves in satin, or brocade, with a 
great display of jewels.  All these changes necessitated a 
tremendous outlay, since one was not supposed to wear the 
same gown twice.  That meant sixteen dresses for four days.
62 
 
That she has quantified these frequent changes of dress is instructive 
here.  Sixteen dresses over a four day period with the addition of 
travelling garments, footwear, nightwear, underwear and accessories 
amounts to a sizeable volume for what was a relatively short period. 
 
Cragside – A Case Study 
It was not exclusively to the large homes of ‘old’ money that Edward and 
Alexandra stayed.  Edward famously supported and befriended successful 
nouveau riches entrepreneurs and was fascinated by new technologies.
63 In 
1884, driven by his curiosity for electrical innovations Edward secured an 
invitation to Cragside in Northumberland the home of the industrialist William 
Armstrong whose home was the first in the world to be powered by hydro-
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
61	 ﾠVanderbilt	 ﾠBalsan	 ﾠC,	 ﾠThe	 ﾠGlitter	 ﾠand	 ﾠthe	 ﾠGold,	 ﾠGeorge	 ﾠMann,	 ﾠMaidstone,	 ﾠ1973,	 ﾠp.91	 ﾠ
62	 ﾠVanderbilt	 ﾠBalsan	 ﾠC,	 ﾠp.93	 ﾠ
63	 ﾠQueen	 ﾠVictoria	 ﾠdisapproved	 ﾠof	 ﾠthese	 ﾠso	 ﾠcalled	 ﾠ‘frivolous’	 ﾠfriends.	 ﾠ	 ﾠSee	 ﾠBattiscombe	 ﾠG,	 ﾠpp.75	 ﾠ&	 ﾠ108.	 ﾠ	 ﾠ
Edward’s	 ﾠinterest	 ﾠin	 ﾠnew	 ﾠtechnology	 ﾠmight	 ﾠbest	 ﾠbe	 ﾠsummed	 ﾠup	 ﾠin	 ﾠhis	 ﾠlove	 ﾠof	 ﾠthe	 ﾠmotor	 ﾠcar,	 ﾠsee	 ﾠ
Magnus	 ﾠP,	 ﾠKing	 ﾠEdward	 ﾠthe	 ﾠSeventh,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1964,	 ﾠp.381	 ﾠ	 ﾠ
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electricity.
64  This particular visit is worthy of note owing to the detailed record of 
it.  For Edward and Alexandra this three day stay was one amongst dozens of 
similar trips around the country every year.  For William Armstrong however it 
was a great occasion and he ensured that it was suitably memorialised.
65  His 
preparations were extensive and on August 18, two days before their arrival The 
Newcastle Daily Chronicle noted: ‘the work of preparation has been pushed 
forward most vigorously during the past week.  An army of workmen has 
swarmed all over the establishment.’
66 The house had been built in the 1860s to 
Armstrong’s particular vision which included the unique approach to its lighting.  It 
had taken some time to finish completely, the drawing room only just ready in 
time for the Prince and Princess of Wales’ stay.   
 
Local artist Henry Hetherington Emmerson was commissioned to capture the 
Royal visit through a series of watercolours and so a record of Edward and 
Alexandra’s visit to the house from the moment of their arrival at Rothbury Station 
now exists.  Armstrong collated these illustrations into a tooled leather album and 
it is in the pages of this album that certain elements of Alexandra’s wardrobe 
during this visit were chronicled.
67 In five of these watercolours, Alexandra 
features most prominently and the representation of her dress is instructive.  In 
one she is depicted being welcomed to the house by Armstrong’s wife in which 
image she wears a sober black tailored day dress and bonnet (Fig. 2.9).  In 
another she wears a less structured white embroidered morning dress (Fig. 2.10) 
seated in the drawing room at Cragside with her daughters and Armstrong 
himself.  The informality of the composition and the suggestion of sartorial 
comfort it displays was perhaps for Armstrong a means of illustrating his elevated 
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64	 ﾠArmstrong	 ﾠhad	 ﾠinstalled	 ﾠ45	 ﾠelectric	 ﾠlamps	 ﾠin	 ﾠthe	 ﾠinterior	 ﾠof	 ﾠhis	 ﾠhouse	 ﾠdriven	 ﾠby	 ﾠa	 ﾠturbine	 ﾠwhose	 ﾠ
power	 ﾠwas	 ﾠgenerated	 ﾠby	 ﾠan	 ﾠearly	 ﾠhydro-ﾭ‐electric	 ﾠplant.	 ﾠ	 ﾠEdward	 ﾠwas	 ﾠfascinated	 ﾠwith	 ﾠthis	 ﾠfeature,	 ﾠ
hence	 ﾠthe	 ﾠroyal	 ﾠvisit.	 ﾠ	 ﾠCragside	 ﾠhad	 ﾠonly	 ﾠrecently	 ﾠbeen	 ﾠcompleted	 ﾠwhen	 ﾠthe	 ﾠPrince	 ﾠand	 ﾠPrincess	 ﾠof	 ﾠ
Wales	 ﾠvisited	 ﾠin	 ﾠ1884.	 ﾠ	 ﾠ	 ﾠ
65	 ﾠIn	 ﾠaddition	 ﾠto	 ﾠthe	 ﾠsteady	 ﾠstream	 ﾠof	 ﾠlocal	 ﾠnewspaper	 ﾠreports	 ﾠwhich	 ﾠrecorded	 ﾠthe	 ﾠvisit,	 ﾠthere	 ﾠare	 ﾠ
menus,	 ﾠdetails	 ﾠof	 ﾠthe	 ﾠprogramme	 ﾠfor	 ﾠeach	 ﾠday,	 ﾠaccounts	 ﾠof	 ﾠthe	 ﾠentertainments	 ﾠincluding	 ﾠa	 ﾠlavish	 ﾠ
firework	 ﾠand	 ﾠilluminations	 ﾠdisplay	 ﾠand	 ﾠall	 ﾠof	 ﾠthe	 ﾠtravel	 ﾠarrangements.	 ﾠ
66	 ﾠThe	 ﾠNewcastle	 ﾠDaily	 ﾠChronicle,	 ﾠAugust	 ﾠ18	 ﾠ1884,	 ﾠnp	 ﾠ
67	 ﾠThe	 ﾠalbum	 ﾠis	 ﾠsimply	 ﾠentitled	 ﾠThe	 ﾠRoyal	 ﾠVisit	 ﾠCragside	 ﾠ1884	 ﾠand	 ﾠis	 ﾠnow	 ﾠpart	 ﾠof	 ﾠthe	 ﾠhouse	 ﾠand	 ﾠits	 ﾠ
collections	 ﾠwithin	 ﾠthe	 ﾠNational	 ﾠTrust.	 ﾠ	 ﾠ
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social position in which he was clearly ‘at home’ in all respects with royalty.  The 
persona of the Princess of Wales as depicted here though was of a Princess off 
duty.  She might have been staying in a house with people whom she 
presumably hardly knew, but in this domestic setting she dressed in 
unceremonious fashion.  
 
This white embroidered garment features again in a full length portrait, 
only this time accessorised with a woollen shawl crossed over her chest 
in a pastoral setting and informal pose, a bunch of heather in the crook of 
one arm and a sun bonnet slung across the other.
68 (Fig. 2.11). Rather 
than fill his album with a vision of the Princess of Wales glittering in 
jewels and silks, he chooses to highlight how ordinary her attire was in a 
familial context. 
 
Two other images however perhaps more clearly demonstrate the Princess ‘at 
work’. These more formal garments set against the more casual portrayal of 
Emmerson’s other watercolours implies that Alexandra not only had to pack 
suitable clothes for the different times of day but also for the different versions of 
herself that she would be obliged to present to the world. In one, Alexandra is 
being introduced to the guests of Sir William and Lady Armstrong at an evening 
entertainment given by their hosts.  Here Alexandra has chosen a white evening 
dress embellished with lace and pink roses and adorned with jewels and tiara. 
(Fig. 2.12)  In this she is unmistakably the Princess of Wales. Finally taking up 
her public duties in a civic setting, she is illustrated in a more formal day dress of 
pink silk and white lace, greeted by the worthy gentlemen of Rothbury at the train 
station.  It is a striking garment in juxtaposition to the sober suits of the men 
surrounding her (Fig. 2.13) suitably feminised through her colour choice.  She 
might, presumably, have worn a tailormade, which she so often wore during the 
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68	 ﾠWhether	 ﾠthis	 ﾠwas	 ﾠa	 ﾠsitting	 ﾠdrawn	 ﾠfrom	 ﾠlife	 ﾠor	 ﾠwhether	 ﾠthe	 ﾠartist	 ﾠtook	 ﾠa	 ﾠdegree	 ﾠof	 ﾠlicence	 ﾠit	 ﾠis	 ﾠ
impossible	 ﾠto	 ﾠknow.	 ﾠ	 ﾠCertainly	 ﾠit	 ﾠis	 ﾠthe	 ﾠsame	 ﾠdress	 ﾠas	 ﾠpainted	 ﾠbefore.	 ﾠ	 ﾠHowever	 ﾠthe	 ﾠaddition	 ﾠof	 ﾠthe	 ﾠ
casually	 ﾠcrossed	 ﾠshawl	 ﾠand	 ﾠthe	 ﾠunstructured	 ﾠblue	 ﾠsun	 ﾠbonnet	 ﾠcreates	 ﾠa	 ﾠpicture	 ﾠthat	 ﾠis	 ﾠanything	 ﾠbut	 ﾠ
regal.  	 ﾠ	 ﾠ
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day, but for this particular setting such a masculinised garment was perhaps not 
suited to the occasion at which she needed to be visible from amongst the 
uniformity of the men. 
 
Foreign Travel – The Preparation 
Travelling abroad formed a significant part of Edward and Alexandra’s 
annual calendar.  Their motives varied from trip to trip.  Sometimes they 
were simply holidays abroad conducted away from the public eye.  
Sometimes their travels took place as official tours of state.
69 Trips 
abroad generally took place twice a year and were timed to fall either 
side of the London Season.
70  Moreover the records show that, either 
together or separately, Edward and Alexandra were often out of the 
country from August to November and from January to May either for 
extended periods of time or shorter trips within those months.
71 In 1885 
the Prince and Princess of Wales made a State visit to Ireland in April, 
followed by a trip to Greece and a number of other European cities in 
August and September.
72  This pattern of international voyaging 
remained fixed until the death of Edward in 1910. 
 
The extent to which Edward and Alexandra travelled abroad had little historical 
precedent.  David Duff points to the previously limited experience of travel by 
preceding British monarchs when describing Queen Victoria’s Continental 
holidays: ‘In this area of travel the Queen made a clean break with tradition.  Of 
her three immediate predecessors only one, George IV, had left British shores, 
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69	 ﾠOften	 ﾠthey	 ﾠwere	 ﾠa	 ﾠcombination	 ﾠof	 ﾠthe	 ﾠtwo,	 ﾠconnecting	 ﾠwith	 ﾠfamily	 ﾠmembers	 ﾠfrom	 ﾠamongst	 ﾠthe	 ﾠ
European	 ﾠmonarchies	 ﾠat	 ﾠthe	 ﾠsame	 ﾠtime	 ﾠas	 ﾠdemonstrating	 ﾠan	 ﾠinformal	 ﾠdiplomatic	 ﾠmission	 ﾠto	 ﾠ
strengthen	 ﾠties	 ﾠbetween	 ﾠnations.  	 ﾠ
70	 ﾠThe	 ﾠSeason	 ﾠbegan	 ﾠin	 ﾠMay	 ﾠand	 ﾠdrew	 ﾠto	 ﾠa	 ﾠclose	 ﾠby	 ﾠAugust	 ﾠ12	 ﾠ–	 ﾠthe	 ﾠstart	 ﾠof	 ﾠthe	 ﾠgrouse	 ﾠshooting	 ﾠ
season.	 ﾠ
71	 ﾠFor	 ﾠexample	 ﾠin	 ﾠ1874	 ﾠthe	 ﾠroyal	 ﾠcouple	 ﾠattended	 ﾠthe	 ﾠwedding	 ﾠof	 ﾠthe	 ﾠDuke	 ﾠof	 ﾠEdinburgh	 ﾠin	 ﾠSt	 ﾠ
Petersburg	 ﾠbefore	 ﾠan	 ﾠextended	 ﾠstay	 ﾠin	 ﾠthe	 ﾠcountry	 ﾠarriving	 ﾠback	 ﾠin	 ﾠDover	 ﾠon	 ﾠMarch	 ﾠ6.	 ﾠ	 ﾠLater	 ﾠthat	 ﾠyear	 ﾠ
Alexandra	 ﾠspent	 ﾠa	 ﾠnumber	 ﾠof	 ﾠweeks	 ﾠin	 ﾠCopenhagen	 ﾠvisiting	 ﾠher	 ﾠparents	 ﾠfrom	 ﾠthe	 ﾠend	 ﾠof	 ﾠAugust	 ﾠuntil	 ﾠ
October.  	 ﾠ
72	 ﾠSee	 ﾠAppendix	 ﾠ5	 ﾠfor	 ﾠan	 ﾠexample	 ﾠof	 ﾠAlexandra’s	 ﾠannual	 ﾠcalendar	 ﾠand	 ﾠher	 ﾠsocial	 ﾠcommitments.	 ﾠ	 ﾠ
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and he only to visit his own principality of Hanover.’
73  In venturing as far as 
Egypt, Constantinople, Russia and in the case of Edward, India, Edward and 
Alexandra set new standards of royal travel, standards that were to become 
commonplace by the mid-twentieth century. Whilst preparations for foreign travel 
were presumably extensive, evidence of the preparations themselves is not.  
References to such logistical arrangements are sparse and sit at the periphery of 
other narratives.  Thus pasted amongst the pages of Oliver Montagu’s record of 
the royal visit to Russia in 1874 is an unattributed newspaper clipping charting 
their passage: ‘The whole of the arrangements for the trip from London to Russia 
are under the control of M. Kanne
74, her Majesty’s director of Continental 
journeys who attends their royal highnesses throughout their visit to the Russian 
capital and during their return to England.’
75  Kanne’s intriguing job title ‘Her 
Majesty’s Director of Continental Journeys’ hints at the place he occupied and 
suggests overall supervision of the travellers and their baggage from departure to 
arrival.  For some trips independent experts were hired to plan and accompany 
the royal travellers.  In 1869 Edward had engaged the explorer Sir Samuel Baker 
to make the arrangements for their trip to Egypt.  ‘Baker of the Nile’ as he was 
popularly known proved a wise choice, all of the logistics overseen by him: ‘And 
very well he has succeeded’ Edward was to surmise.
76 (Fig. 2.14) 
 
The planning and preparation of Alexandra’s wardrobe for such extended stays 
undoubtedly required her attention alongside that of her dressers.  The nature of 
her contribution to these arrangements has not been recorded but evidence from 
some of her contemporaries has.  In 1905 Alexandra’s daughter in law Mary 
undertook the planning of her wardrobe for a trip to India.  She travelled to 
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73	 ﾠDuff	 ﾠD,	 ﾠVictoria	 ﾠTravels,	 ﾠFrederick	 ﾠMuller,	 ﾠLondon,	 ﾠ1970,	 ﾠp.13	 ﾠ
74	 ﾠKanne’s	 ﾠcareer	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠHousehold	 ﾠwas	 ﾠa	 ﾠvaried	 ﾠone.	 ﾠ	 ﾠWhilst	 ﾠdescribed	 ﾠhere	 ﾠas	 ﾠthe	 ﾠQueen’s	 ﾠ
Director	 ﾠof	 ﾠContinental	 ﾠJourneys,	 ﾠhe	 ﾠappears	 ﾠin	 ﾠ1871,	 ﾠdescribed	 ﾠas	 ﾠthe	 ﾠroyal	 ﾠcourier	 ﾠand	 ﾠagent.	 ﾠ	 ﾠHis	 ﾠ
duties,	 ﾠhowever,	 ﾠcould	 ﾠbe	 ﾠof	 ﾠa	 ﾠsensitive	 ﾠnature.	 ﾠ	 ﾠIn	 ﾠSeptember	 ﾠ1871	 ﾠhe	 ﾠwas	 ﾠcharged	 ﾠwith	 ﾠthe	 ﾠtask	 ﾠof	 ﾠ
recovering	 ﾠa	 ﾠnumber	 ﾠof	 ﾠindiscreet	 ﾠletters	 ﾠwritten	 ﾠby	 ﾠBertie	 ﾠto	 ﾠa	 ﾠFrench	 ﾠcourtesan	 ﾠwhose	 ﾠrelative	 ﾠwas	 ﾠ
blackmailing	 ﾠthe	 ﾠPrince	 ﾠof	 ﾠWales.	 ﾠ	 ﾠIt	 ﾠwas	 ﾠKanne	 ﾠhimself	 ﾠwho	 ﾠtravelled	 ﾠto	 ﾠParis	 ﾠand	 ﾠthrough	 ﾠa	 ﾠprocess	 ﾠ
of	 ﾠmoney	 ﾠand	 ﾠsubterfuge	 ﾠrestored	 ﾠthe	 ﾠmissives	 ﾠto	 ﾠEdward’s	 ﾠPrivate	 ﾠSecretary.	 ﾠ	 ﾠSee	 ﾠRidley	 ﾠJ,	 ﾠBertie	 ﾠ–	 ﾠA	 ﾠ
Life	 ﾠof	 ﾠEdward	 ﾠVII,	 ﾠChatto	 ﾠ&	 ﾠWIndus,	 ﾠLondon,	 ﾠ2012,	 ﾠp.149	 ﾠ
75	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ04/0004/1	 ﾠ
76	 ﾠQuoted	 ﾠin	 ﾠBattiscombe,	 ﾠp.104	 ﾠ	 ﾠ
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London on September 27, three weeks before their scheduled departure to 
arrange her trousseau for the trip.  An acerbic note from Queen Alexandra to her 
son revealed her own rather jaundiced view of the situation:
77 ‘So my poor 
Georgie has lost his May, who has fled to London to look in her glass!! What a 
bore and a nuisance, but I cannot understand why she should have gone so 
soon, as the dresses for India cannot take quite such a long time to do or try on 
either.’
78  Criticism aside, this remark appears to suggest that Alexandra herself 
disliked spending too much time over such advance strategies.  It may have 
been simply that by this stage in her royal career her dressers and suppliers 
were familiar enough with both her physical requirements and her taste to 
construct a travelling wardrobe with little input from their mistress.  For Mary such 
time spent was a trial.  She wrote to her husband of the self-same preparations 
of: ‘a hard day’s work at tiresome clothes.’
79 It was not an occupation she 
enjoyed.  Her husband replied: ‘I am delighted to hear that you have now finished 
trying on all yr dresses & I hope they fit well.  In all the papers I see long 
accounts of them.’
80  That the descriptions of the dresses were featured in the 
press prior to their departure hints at the public appetite for such preparations. 
One of the only images of Alexandra in a periodical which is accompanied by 
descriptive text does in fact relate to a garment ordered and purchased 
specifically for an extended European tour.  Underneath a sketch of the Princess 
wearing a simple double breasted suit trimmed with braid and worn over a high 
necked blouse is the note: ‘A gown made for the Princess of Wales By W. Gent 
and Son, 28 South Audley St, Grosvenor Sq & of Birmingham. This dress was 
composed of the very finest dress suiting in a tropical weight, the whole gown 
lined throughout with silk cord, had smart slashed pockets to correspond, and the 
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77	 ﾠAlexandra	 ﾠhad	 ﾠdesperately	 ﾠwished	 ﾠto	 ﾠvisit	 ﾠIndia	 ﾠthroughout	 ﾠher	 ﾠmarriage	 ﾠbut	 ﾠhad	 ﾠbeen	 ﾠforbidden	 ﾠ
to	 ﾠaccompany	 ﾠher	 ﾠhusband	 ﾠin	 ﾠ1875.	 ﾠ	 ﾠThis	 ﾠwas	 ﾠto	 ﾠremain	 ﾠone	 ﾠof	 ﾠthe	 ﾠregrets	 ﾠof	 ﾠher	 ﾠlife.	 ﾠ	 ﾠRefer	 ﾠto	 ﾠ
Chapter	 ﾠ1	 ﾠfor	 ﾠa	 ﾠmore	 ﾠdetailed	 ﾠanalysis.	 ﾠ	 ﾠAlexandra’s	 ﾠrelationship	 ﾠwith	 ﾠIndia	 ﾠis	 ﾠalso	 ﾠconsidered	 ﾠin	 ﾠmy	 ﾠ
paper	 ﾠStrasdin	 ﾠK,	 ﾠ‘Empire	 ﾠDressing	 ﾠ–	 ﾠThe	 ﾠDesign	 ﾠand	 ﾠRealisation	 ﾠof	 ﾠQueen	 ﾠAlexandra’s	 ﾠCoronation	 ﾠ
Gown’	 ﾠin	 ﾠJournal	 ﾠof	 ﾠDesign	 ﾠHistory,	 ﾠVol.25	 ﾠNo.2,	 ﾠ2012,	 ﾠpp.155-ﾭ‐170	 ﾠ
78	 ﾠRoyal	 ﾠArchive,	 ﾠRA/AA/33/7	 ﾠ
79	 ﾠQuoted	 ﾠin	 ﾠBattiscombe	 ﾠG,	 ﾠQueen	 ﾠAlexandra,	 ﾠSphere	 ﾠBooks	 ﾠLtd,	 ﾠLondon,	 ﾠ1972,	 ﾠp.259	 ﾠ
80	 ﾠQuoted	 ﾠin	 ﾠPope-ﾭ‐Hennessy	 ﾠJ,	 ﾠQueen	 ﾠMary,	 ﾠGeorge	 ﾠAllen	 ﾠ&	 ﾠUnwin	 ﾠLtd,	 ﾠLondon,	 ﾠ1959,	 ﾠp.396	 ﾠ	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skirt was trimmed in a similar manner.’
81  That it was described as being of 
‘tropical weight’ suggests to the reader that this garment had been ordered for 
foreign travel, advertising both Gent’s wares as suppliers of travel garments but 
also their royal patronage.  From Alexandra’s perspective it is further evidence of 
the kinds of preparations taken for hotter climates. 
 
When Mary Curzon’s husband George, Lord Curzon, was made Viceroy of India 
in 1898 her thoughts quickly turned to the sartorial requirements of her new life.  
Lady Curzon wrote long letters to her family outlining her intentions: ‘She detailed 
her plans for her wardrobe noting that she would employ a seamstress for two 
months to make her ‘thin’ day clothes, while for her evening dress no expense 
would be spared: ‘I shall go over to Paris in the Autumn and get my evening 
dresses of Worth (a queen’s!)’’
82  Such descriptions are rare however.  Other 
notable aristocratic women of the period forgo descriptions of plans for foreign 
travel.  Consuelo Vanderbilt and Jenny Randolph Churchill for example both 
travelled extensively during their lives and wrote detailed memoirs but neither 
chose to illuminate their readers with details of dress during their travels.
83  There 
was certainly no shortage of advice relating to appropriate attire for would be 
travellers.  Volumes such as Travelling and its Requirements – Addressed to 
Ladies By A Lady offered guidance on topics as varied as fabric choice, most 
convenient style of footwear and colour of dress depending on destination: ‘A 
serge costume is much to be preferred to homespun for train and boat use; as no 
amount of water or mud can impair a really good one of the former material’ the 
anonymous author observed in the 1878 publication.
84 Given that there was no 
royal precedent for foreign travel, especially to countries beyond the Continent it 
seems fair to assume that the dressers would have conducted a degree of 
research relating to climate and landscape when preparing for overseas travel 
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 ﾠThe	 ﾠQueen	 ﾠLadies	 ﾠNewspaper	 ﾠand	 ﾠCourt	 ﾠChronicle,	 ﾠApril	 ﾠ29	 ﾠ1899,	 ﾠp.702	 ﾠ
82	 ﾠThomas	 ﾠN,	 ﾠ‘Embodying	 ﾠImperial	 ﾠSpectacle:	 ﾠdressing	 ﾠLady	 ﾠCurzon,	 ﾠVicereine	 ﾠof	 ﾠIndia	 ﾠ1899-ﾭ‐1905’	 ﾠin	 ﾠ
Cultural	 ﾠGeographies,	 ﾠ14	 ﾠ(3),	 ﾠ2007,	 ﾠp.374	 ﾠ
83	 ﾠSee	 ﾠCornwallis-ﾭ‐West	 ﾠG,	 ﾠThe	 ﾠReminiscences	 ﾠof	 ﾠLady	 ﾠRandolph	 ﾠCurchill,	 ﾠCedric	 ﾠChivers	 ﾠLtd,	 ﾠBath,	 ﾠ1973	 ﾠ
and	 ﾠVanderbilt	 ﾠBalsan	 ﾠC,	 ﾠThe	 ﾠGlitter	 ﾠand	 ﾠthe	 ﾠGold,	 ﾠGeorge	 ﾠMann,	 ﾠMaidstone,	 ﾠ1973	 ﾠ
84	 ﾠAnon,	 ﾠTravelling	 ﾠand	 ﾠits	 ﾠRequirements	 ﾠAddressed	 ﾠto	 ﾠLadies	 ﾠBy	 ﾠA	 ﾠLady,	 ﾠunknown	 ﾠbinding,	 ﾠ1878,	 ﾠp.16	 ﾠ	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and advice books of this nature may have provided at least a framework for 
those preparations. 
 
Once the wardrobe was complete, the art of packing the items logically must be 
undertaken.  Packing was a skill that upper class women were prepared to pay 
for.  The recent exhibition featuring the designers Louis Vuitton and Marc Jacobs 
explored Vuitton’s early career in Paris: ‘Louis Vuitton gained his experience in 
the art of packing by travelling to the homes of wealthy ladies where he was 
employed to pack their clothes before they embarked on long journeys (Fig. 
2.15).  Within ten years he had become such a master in the art of packing that 
he would regularly accompany his master Romain Maréchal to the Tuileries 
Palace where they worked as exclusive packers to the Empress Eugenie and her 
ladies-in-waiting.’
85  There are no references in either Queen Alexandra’s 
wardrobe accounts or any surviving documentary material to suggest that she 
paid for her clothes to be packed for long journeys, but the length of the voyages 
and the separation of baggage and traveller meant that logistically this had to be 
carefully managed. The dressers had to be clear that they retained enough 
clothing for the days or weeks of travel whilst the bulk of the luggage was 
transported.  The care of clothes in transit was addressed in instructional 
manuals in the 19
th century, allowing the reader some idea of the range of 
garments that needed to be packed and the way to achieve it. The Workwoman’s 
Guide of 1840 offered this suggestion of the layering of a trunk: 
First, divide the light things from the heavy ones; lay boxes, shoes 
and all hard flat things at the bottom of your trunk, taking great care 
to fit them together, so as to be perfectly even at the top, putting 
paper or any small soft things in the crevices; then put in a packing 
cloth, and on this lay flannels, linen, &c, &c: these things should be 
opened to their full extent and laid quite flat; in the corners 
stockings, rolls of ribbon &c may be put: silk or any thick dresses, 
folded as described above, may be laid at the top and the whole 
carefully covered with the packing sheet tightly pinned down, and 
strong brown paper to prevent the possibility of rain getting in.  
Bonnets, caps, muslin, or gauze dresses and collars should be put 
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 ﾠAnon,	 ﾠLouis	 ﾠVuitton	 ﾠ–	 ﾠMarc	 ﾠJacobs,	 ﾠMusée	 ﾠles	 ﾠArts	 ﾠDécoratifs,	 ﾠ	 ﾠVisitor’s	 ﾠGuide	 ﾠNo	 ﾠ36,	 ﾠ2012,	 ﾠp.3	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in a box by themselves: tapes may be nailed across the box and the 
bonnets or caps pinned to them to keep them steady.
86 
 
 
Different country, different climate 
The diary kept by the Hon. Teresa Grey of the royal tour in 1869 offers a detailed 
record of this first extensive trip embarked upon by the young Prince and 
Princess of Wales.  It was to be a full schedule carefully described by Mrs Grey 
who was not always comfortable with the ‘otherness’ of the East and its customs 
but which the Princess of Wales apparently embraced enthusiastically.
87 On 
February 10 she notes that thus far they were pleasantly surprised at the lack of 
bugs: ‘all our precautions against them such as insect powder etc have as yet 
been unnecessary; our special night-dresses have not even been unpacked and 
we are as clean and comfortable as in our own home.’
88  As they ventured along 
the Nile and made daily stops to explore the countryside she briefly described 
their expeditionary garb: ‘The Princess and I again changed our dresses and put 
on the not very graceful, but very comfortable and sensible costumes made of 
flannel which we always wear upon these riding expeditions.’
89  These appear to 
be the dresses which she later more nostalgically calls ‘the old Nile Costume’
90 
when the entire party were photographed in Cairo for posterity.  A visual 
interpretation of these ‘Nile costumes’ can be made from William Howard 
Russell’s published diary of the royal tour.
91 Although Mrs Grey’s journal 
describes the journey with Alexandra from a more personal viewpoint, Russell 
illustrated his publication with colour plates and a number of these feature the 
young princess. (Fig. 2.16) The frontispiece of the first volume entitled ‘Ships of 
the Desert’ depicts Alexandra on the back of a camel.  She is dressed in an 
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 ﾠAnon,	 ﾠThe	 ﾠWorkwoman’s	 ﾠGuide,	 ﾠSimpkin,	 ﾠMarshall	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1840,	 ﾠp.121	 ﾠ
87	 ﾠOn	 ﾠFebruary	 ﾠ5	 ﾠMrs	 ﾠGrey	 ﾠrecorded	 ﾠher	 ﾠdisgust	 ﾠat	 ﾠthe	 ﾠEgyptian	 ﾠtradition	 ﾠof	 ﾠeating	 ﾠwith	 ﾠone’s	 ﾠfingers	 ﾠ
during	 ﾠa	 ﾠvisit	 ﾠto	 ﾠthe	 ﾠharem	 ﾠand	 ﾠon	 ﾠFebruary	 ﾠ10	 ﾠshe	 ﾠnoted	 ﾠher	 ﾠdiscomfort	 ﾠduring	 ﾠa	 ﾠvisit	 ﾠto	 ﾠa	 ﾠlocal	 ﾠ
merchant	 ﾠwhilst	 ﾠAlexandra	 ﾠlater	 ﾠsent	 ﾠgifts	 ﾠto	 ﾠtheir	 ﾠnew	 ﾠ‘friends’.	 ﾠ	 ﾠSee	 ﾠGrey	 ﾠT,	 ﾠpp.32	 ﾠ&	 ﾠ53	 ﾠ
88	 ﾠGrey	 ﾠT,	 ﾠp.54	 ﾠ
89	 ﾠGrey	 ﾠT,	 ﾠpp.63-ﾭ‐4	 ﾠ
90	 ﾠGrey	 ﾠT,	 ﾠp.122	 ﾠ
91	 ﾠRussell	 ﾠW.	 ﾠH,	 ﾠA	 ﾠDiary	 ﾠin	 ﾠthe	 ﾠEast	 ﾠDuring	 ﾠthe	 ﾠTour	 ﾠof	 ﾠthe	 ﾠPrince	 ﾠand	 ﾠPrincess	 ﾠof	 ﾠWales,	 ﾠGeorge	 ﾠ
Routledge	 ﾠ&	 ﾠSons,	 ﾠLondon,	 ﾠ1869	 ﾠpublished	 ﾠin	 ﾠtwo	 ﾠvolumes.	 ﾠ	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unstructured striped gown, without crinoline or petticoats (the Nile costume?) 
holding aloft a parasol.  Interestingly her headgear consists of an Arab-like 
headdress wound around her head and hanging around the back of her neck.  It 
has a distinctively Eastern character, revealing that Alexandra was happy to 
adopt such sensible indigenous garments to protect herself from the desert heat.  
On March 22 Russell described the Princess’s forays into the Egyptian bazaars: 
‘Once again the Princess, attended by Mrs Grey, mounted on donkey back set 
out on a ramble through the never-failing delightful labyrinth.’
92  His description is 
accompanied by a sketch of the Princess in a loose fitting dark garment with the 
same striped and fringed headdress, exploring the markets on a donkey. It is an 
image that demonstrates the fusion in dress between East and West.  The 
Western dress itself is not the domed and wired gown of high fashion however 
but an altogether softer garment more akin perhaps to the robes of the native 
Egyptians.   
 
Negotiating cultural aesthetics or not was a necessary part of being British and 
abroad during this period.  Some women chose to retain as much of British 
etiquette and sartorial custom as possible in spite of climatic differences whereas 
others were less rigid in their clothing choices.  Emma Tarlo points out that in 
India, expectations of dress were not so prescriptive: ‘Indian reactions to ‘the 
other’ were neither as rigid nor as stereotyped as British ones.’
93 However, 
cultural differences did shape the choices in dress made by European women 
travelling for long periods or living in the region: ‘Selections of European 
women’s white dresses were available by mail order from Bombay in 1911.  
Virginal white was popular among British women but not with many Indian 
women, being associated with widowhood.’
94  Recent research by Dianne 
Lawrence considers the tensions around dress which might arise for women 
occupying colonial spaces: ‘Their dress, that most intimate expression of 
subjectivity was critical in helping them to negotiate their new and often alien 
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 ﾠp.419	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 ﾠClothing	 ﾠMatters	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 ﾠDress	 ﾠand	 ﾠIdentity	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 ﾠIndia,	 ﾠHurst	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 ﾠLondon,	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surroundings, for without such items their very sense of self was threatened.’
95  It 
is of course difficult to quantify individual responses to dressing in such 
circumstances.  It is possible that as a relatively short-term traveller, Alexandra 
felt more prepared to experiment with ‘otherness’ in dress for the novelty it 
offered but that she may have chosen differently if the stay were to be an 
extended one and certainly during the evenings Western aristocratic customs 
prevailed. 
 
Additional to the practical costumes worn amongst the ruins of ancient Egypt 
were the evening dresses of modern Europe.  Maintaining standards of etiquette 
in the most unlikely of settings, Mrs Grey noted that they changed for dinner each 
evening, even when she felt ravaged by the day’s exertions: ‘I dressed and, in 
spite of kind advice to go to bed instead, I went to dinner, which had been laid 
out in some tents pitched before we arrived on the edge of the bank.’
96 Suitable 
desert dress and evening wear aside, there were entirely different conditions to 
accommodate later in the trip during their time in Constantinople.  Mrs Grey 
wrote then: ‘The weather has become dull, damp, cold and showery, and we 
have been obliged to return to our warm clothes and furs.’
97  These fleeting 
allusions to dress demonstrate two key elements relating to dress and 
international travel.  First, that measures were taken for what were perceived to 
be unusual conditions such as the ‘special’ nightdresses that were apparently 
supposed to ward off native bugs.  Second, that a comprehensive range of 
garments were packed to suit all possible occasions and conditions; hence the 
ability to ride in the desert, dress for dinner, appear suitably attired to meet local 
dignitaries and wrap up in furs and warm clothes when the temperature dropped.   
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 ﾠis	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 ﾠassett’:	 ﾠfinding,	 ﾠchanging	 ﾠand	 ﾠexchanging	 ﾠ
dress	 ﾠin	 ﾠcolonial	 ﾠsocieties’,	 ﾠpaper	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 ﾠthe	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 ﾠPasold	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University	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 ﾠWolverhampton,	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 ﾠ2010.	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 ﾠLawrence	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 ﾠnineteenth	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 ﾠUniversity,	 ﾠ2008.	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 ﾠresearch	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 ﾠ
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Such careful planning prevailed too in 1874 when the Prince and Princess of 
Wales took an extended trip to Russia for the wedding of Edward’s brother 
Alfred, Duke of Edinburgh and the Grand Duchess Marie Alexandrovna.
98  As 
with the earlier tour of the Near East, this trip was also recorded in great detail in 
the diary kept by a member of the royal household and great favourite of 
Alexandra, Oliver Montagu.
99  Unlike Mrs Grey’s diary which dwelled more upon 
aesthetics and her feelings as well as the terrain they encountered, Montagu’s 
diary is an efficient day to day account of events. 
100 Clothing does not feature 
beyond noting those occasions for which he was obliged to wear a uniform.  
What becomes apparent in each entry he makes between their departure from 
Charing Cross on January 10 and their return on March 5 are the rigours of the 
schedule they followed during their stay.  Montagu records on January 29: ‘At 11 
Prince inspected the Pompiers; after we all went to the Manage where the 
Princess & Czarevna joined us to see the Cossack regiment go through their 
riding.  At 2 to skating, a lovely day.  Pss, Czzarewitz (sic), Czarevna, Duke & 
Dss of Edinburgh & several of the Grand Dukes there.  Dinner at home and at 
8.30 to the Winter Palace ball.  2000 people a fearful crowd & not much dancing 
to be done.  Supper for everyone sitting down.’
101  Three days later on February 
2 his brief notes concerning the day’s activities ran thus: ‘To the Anitchkoff at 
12.30 at 2.30 to skating dinner at home & at 10.30 to a ball at the British 
Embassy.  Home at 3.45.’
102 The next day was even longer: ‘Skating at 2.30.  
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98	 ﾠMarie	 ﾠAlexandrovna	 ﾠwas	 ﾠthe	 ﾠsecond	 ﾠdaughter	 ﾠof	 ﾠAlexander	 ﾠII	 ﾠEmperor	 ﾠof	 ﾠRussia	 ﾠand	 ﾠtherefore	 ﾠthe	 ﾠ
sister-ﾭ‐in-ﾭ‐law	 ﾠof	 ﾠAlexandra’s	 ﾠown	 ﾠsister	 ﾠwho	 ﾠwas	 ﾠmarried	 ﾠto	 ﾠMarie’s	 ﾠolder	 ﾠbrother	 ﾠAlexander.	 ﾠ	 ﾠHe	 ﾠ
became	 ﾠAlexander	 ﾠIII	 ﾠin	 ﾠ1881	 ﾠfollowing	 ﾠthe	 ﾠassassination	 ﾠof	 ﾠhis	 ﾠfather.	 ﾠ
99	 ﾠIt	 ﾠhas	 ﾠbeen	 ﾠwidely	 ﾠaccepted	 ﾠthat	 ﾠMontagu	 ﾠhad	 ﾠstrong	 ﾠfeelings	 ﾠfor	 ﾠAlexandra	 ﾠand	 ﾠthat	 ﾠin	 ﾠall	 ﾠ
likelihood	 ﾠthese	 ﾠfeelings	 ﾠwere	 ﾠreciprocated.	 ﾠ	 ﾠIt	 ﾠis	 ﾠaccepted	 ﾠtoo	 ﾠhowever	 ﾠthat	 ﾠtheirs	 ﾠremained	 ﾠa	 ﾠchaste	 ﾠ
friendship.	 ﾠ	 ﾠLady	 ﾠAntrim	 ﾠwrote:	 ﾠ‘He	 ﾠshielded	 ﾠher	 ﾠin	 ﾠevery	 ﾠway,	 ﾠnot	 ﾠleast	 ﾠfrom	 ﾠhis	 ﾠown	 ﾠgreat	 ﾠlove,	 ﾠand	 ﾠ
managed	 ﾠto	 ﾠdefeat	 ﾠgossip’	 ﾠwhilst	 ﾠBattiscombe	 ﾠconcludes:	 ﾠ‘It	 ﾠis	 ﾠnot	 ﾠaltogether	 ﾠsurprising	 ﾠthat	 ﾠtheir	 ﾠ
affair	 ﾠremained	 ﾠa	 ﾠplatonic	 ﾠone,	 ﾠbut	 ﾠit	 ﾠis	 ﾠvery	 ﾠsurprising	 ﾠthat	 ﾠSociety	 ﾠshould	 ﾠhave	 ﾠaccepted	 ﾠit	 ﾠas	 ﾠsuch	 ﾠ
and	 ﾠthat	 ﾠgossip	 ﾠshould	 ﾠhave	 ﾠbeen	 ﾠpractically	 ﾠsilent	 ﾠon	 ﾠthe	 ﾠsubject.’	 ﾠIn	 ﾠBattiscombe,	 ﾠp.100	 ﾠ
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 ﾠis	 ﾠa	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 ﾠin	 ﾠAccess	 ﾠto	 ﾠArchives	 ﾠof	 ﾠa	 ﾠdiary	 ﾠkept	 ﾠby	 ﾠAlexandra’s	 ﾠlady	 ﾠin	 ﾠwaiting,	 ﾠLady	 ﾠEmily	 ﾠ
Kingscote	 ﾠof	 ﾠthis	 ﾠtrip	 ﾠto	 ﾠRussia.	 ﾠ	 ﾠIt	 ﾠis	 ﾠsupposed	 ﾠto	 ﾠbe	 ﾠin	 ﾠthe	 ﾠarchive	 ﾠof	 ﾠHoughton	 ﾠHall	 ﾠher	 ﾠancestral	 ﾠ
home	 ﾠbut	 ﾠon	 ﾠapplication	 ﾠto	 ﾠthe	 ﾠarchivist	 ﾠit	 ﾠcannot	 ﾠbe	 ﾠfound.	 ﾠ	 ﾠHe	 ﾠrecalls	 ﾠseeing	 ﾠit	 ﾠat	 ﾠsome	 ﾠpoint	 ﾠin	 ﾠthe	 ﾠ
past	 ﾠbut	 ﾠat	 ﾠthis	 ﾠpresent	 ﾠtime	 ﾠits	 ﾠwhereabouts	 ﾠare	 ﾠunknown.	 ﾠ
101	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ04/0004/27	 ﾠ
102	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ04/0004/35	 ﾠ	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Dinner at home & at 10 to Grand Duke Nicholas’ ball.  Very fine house & 
beautiful staircase.  Home at 4 and then dressed in undress uniform & started for 
the station where we got into the Imperial train waiting there, went to bed and at 
4
th 6am left for Moscow.  The Emperor & the Imp. & Royal persons in another 
train that left at 8am & travelled through very uninteresting country.  At 1 we 
stopped for luncheon, at 6 for dinner & arrived at Moscow at 9pm.  We all drove 
to the Sclavonsky Bazaar.  The Imperial party arrived at 11.’
103  These 
descriptions of civic functions, cultural visits, skating parties, dinner and a ball are 
not unusual on this trip or indeed any other foreign visit made by Alexandra.  
What each detail reveals, however, is the number of changes that were required 
at each point.  On February 3 it can be assumed that Alexandra wore a morning 
gown when she rose, a skating outfit for the afternoon, possibly an afternoon 
dress before changing for dinner, then potentially a further change into a 
ballgown.  Finally after the conclusion of the ball, a final change and journey to 
the railway station in the early hours of the morning to make the trip to Moscow: 
six changes of outfit in a single day to be negotiated before further packing for 
their time in Moscow. 
 
On February 26, Oliver Montagu recorded that the Princess of Wales and 
Czarevna were photographed prior to their departure and it is this surviving 
image which exposes yet another facet of the trip.  In the photograph, both 
sisters wear identical double breasted fur trimmed coats, fur hats and muffs in 
another display of like-dressing previously seen a year earlier in 1873.
104 So, in 
addition to the usual arrangements to ensure that an appropriate number and 
selection of garments were accounted for, at some point advance preparations 
were made in order for the sisters to appear in public once again dressed 
alike.
105 (Fig. 2.17) 
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 ﾠSee	 ﾠChapter	 ﾠ6	 ﾠfor	 ﾠa	 ﾠbrief	 ﾠdescription	 ﾠof	 ﾠthis	 ﾠoccasion.	 ﾠ
105	 ﾠIt	 ﾠis	 ﾠquite	 ﾠpossible	 ﾠthat	 ﾠthese	 ﾠarrangements	 ﾠwere	 ﾠdiscussed	 ﾠin	 ﾠtheir	 ﾠprivate	 ﾠcorrespondence	 ﾠwhich	 ﾠ
has	 ﾠsurvived	 ﾠand	 ﾠis	 ﾠnow	 ﾠin	 ﾠthe	 ﾠState	 ﾠArchives	 ﾠin	 ﾠRussia.	 ﾠ	 ﾠNot	 ﾠonly	 ﾠare	 ﾠthey	 ﾠdifficult	 ﾠto	 ﾠaccess	 ﾠbut	 ﾠare	 ﾠ
written	 ﾠin	 ﾠDanish	 ﾠand	 ﾠso	 ﾠfor	 ﾠthe	 ﾠpurpose	 ﾠof	 ﾠthis	 ﾠthesis	 ﾠthey	 ﾠcould	 ﾠnot	 ﾠbe	 ﾠused.	 ﾠ	 ﾠThis	 ﾠremains	 ﾠa	 ﾠfuture	 ﾠ
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 ﾠhowever.	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Diplomatic Dressing 
Alexandra’s reputation for shrewd sartorial choices extended to her appearance 
abroad and there is evidence to suggest deliberate and carefully chosen 
garments that were intended to flatter the host nation.   One such trip that was 
covered in some detail was a State visit to Ireland in 1885.  The Times described 
Alexandra’s chosen attire for a number of functions, the garments for which were 
all presumably intended to compliment the Irish people.  On April 9 at a Drawing 
Room and Levee in Dublin: ‘The Princess of Wales wore a dress of bronze velvet 
draped in gold embroidery embossed with shamrocks. Her head-dress and tiara 
were of diamonds.’
106  Three days later at a State Ball in Dublin: ‘The Princess of 
Wales wore a dress of cream satin duchesse trimmed with gold and silver 
embroidery, veiled in lisse embroidered with gold and silver shamrocks; her 
headdress was a tiara of diamond ornaments.’
107  Finally on April 22 the 
newspaper described the Princess of Wales’ dress for the Citizen’s Ball in Dublin: 
‘Her Royal Highness the Princess of Wales wore a dress of green velvet over a 
jupe of pale green satin and silver gauze, draped with Irish lace, fastened with 
bouquets of shamrock and lilies of the valley.’
108  These accents consisting of 
national symbols whilst not dominating the ensemble, were nonetheless an 
obvious and therefore easily reportable means of paying a monarchical tribute. 
 
Edward and Alexandra had first visited Ireland together in April 1868 less than 
twelve months after heightened activity by the Irish Fenian activists had caused 
some governmental anxiety.
109  Queen Victoria had her reservations about the 
possible dangers of such a trip in the face of Irish hostility although she herself 
had sailed across the Irish sea on a similar visit in 1849.
110  On August 8 at a 
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 ﾠ
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 ﾠan	 ﾠanalysis	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 ﾠthe	 ﾠissues	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 ﾠinfluences	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 ﾠthe	 ﾠFenians	 ﾠon	 ﾠIrish	 ﾠnationalism	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 ﾠthe	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 ﾠ
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 ﾠ20th	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 ﾠKelly	 ﾠM,	 ﾠThe	 ﾠFenian	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State dinner in Dublin Castle, she had demonstrated her own recognition that the 
display of dress could be a platform from which to send conciliatory messages: 
‘that evening Victoria wore a dress of green Irish poplin lavishly embroidered with 
gold shamrocks and adorned by the blue ribbon and star of St Patrick.  By then 
she could do no wrong in the eyes of Dubliners.’
111  In spite of Victoria’s 
reservations, it was Disraeli who entreated with her to allow Alexandra to 
accompany her husband.  Perhaps he recalled the success of the young Queen’s 
visit twenty years earlier and recognised the power of a beautiful young princess.  
He wrote to the Queen: ‘Is it not worth Your Majesty’s gracious consideration 
whether the good might not be doubled if His Royal Highness were accompanied 
by the Princess?  Would it not add to the grace and even the gaiety of the 
event?’
112  Queen Victoria consented and the trip was to be a wild success, in no 
small part owing to the appearance of Alexandra.
113 She silently expressed her 
fondness for the Irish on her return to England: ‘All that the Princess could do to 
show the friendly Irish populace that she had not forgotten them was to appear at 
Ascot in the same outfit that she had worn at Punchestown Races, a green dress 
of Irish poplin trimmed with Irish lace, with Irish shamrocks in her white 
bonnet.’
114 
 
Similarly following the Irish visit of 1885 Alexandra was to appear at an afternoon 
Drawing Room in Buckingham Palace in: ‘a dress of rich yellow satin and silver 
brocade, draped with silver lace; corsage to correspond, made by Mrs. Sims, of 
Dublin.’
115  This is one of the only instances during this period that a newspaper 
or periodical mentioned a dressmaker by name, surely intended to pay homage 
to her visit there a month earlier.  Such implicit communication with the gaze of 
the masses that gathered to see Alexandra continued in an Irish context.  During 
a State visit to the country in 1904 Alexandra was in mourning according to the 
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etiquette which still prevailed at this date.  In recognition of her role during the 
visit however, she waived such protocol as The Queen reported on May 7: 
‘Queen Alexandra, who doffed her mourning for the occasion, a compliment 
thoroughly appreciated, appeared in black velvet, covered with a beautiful paletot 
of bright green cloth adorned with velvet appliqué and sable, and a toque of 
green chiffon to match.’
116  The relatively simple gesture of donning an emerald 
green outer garment in public was enough to secure both press editorial and 
local popularity. 
 
In 1871 the Prince and Princess of Wales made a special trip to see the Passion 
Play at Oberammergau in Austria.  Although this was a low key visit owing to the 
spiritual nature of the occasion, Alexandra recognised the cultural aesthetics and 
an observer, Lady Constance Battersea, recalled of that day: ‘I remember how 
attractive the Princess of Wales looked in a green Tyrolese hat.’
117  It was a small 
detail but to the local population would have been a recognisable one. Indeed, 
Alexandra expressed a willingness to not only make these small sartorial 
allusions but to experiment more widely in a different cultural settings.
118 
 
Sometimes being abroad gave Alexandra the opportunity to make a statement in 
dress that she might not make so easily in Britain.  Owing to Queen Victoria’s 
reluctance to allow Alexandra a Danish identity there were few occasions where 
she was able to display any kind of national pride that was not British.  However, 
the trip to Russia in 1874 for the wedding of the Duke of Edinburgh may have 
offered just such an opportunity.  Nicholas Chevalier’s detailed sketch of 
Alexandra’s dress which he took in preparation of the official wedding portrait 
shows a striking garment of red and white, the Danish national colours.  It was a 
bold colour choice for the wedding day and although there is no documentary 
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evidence to suggest that the choice was made as a tribute to the country of her 
birth, it is tempting to at least suggest it may have been so.
119 
 
Conclusion 
The scope of travel undertaken over a forty year period by Edward and 
Alexandra was a reflection of their modernity.  Their willingness to adopt new 
modes of transport and their mutual desire to visit far flung countries was to 
become a substantial part of their married lives.  The often nomadic lifestyle they 
adopted both at home and abroad was not unheard of in royal circles.  Henry 
VIII’s famous progresses around the British Isles set an early precedent for the 
British monarch to decamp from the capital and explore the country either in a 
royal residence or the residences of loyal subjects.  Arguably Edward’s own 
restlessness was driven by his lack of formal occupation in his role as Prince of 
Wales, his mother repeatedly refusing to cede any of her responsibilities in favour 
of her eldest son.
120   
 
The planning and execution of these travels from a logistical perspective has 
taken some uncovering.  Dressers and valets are rarely heard of in the historical 
record and so such narratives sit at the periphery of the royal story.  The 
arrangements of the royal travelling wardrobe similarly merited little documentary 
evidence.  The trunks and timetables have in the past been incidental to a wider 
discussion of monarchy.
121 And yet such careful planning and packing as these 
trips undoubtedly required were instrumental in the building of the public persona 
that Alexandra needed to adopt when away from home. 
 
The clothing itself remains invisible, either from having not survived at all or from 
not being photographed.  Travel garments were utilitarian and the public 
expectation of Alexandra when Princess and as Queen Consort was more 
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 ﾠThis	 ﾠdress	 ﾠis	 ﾠconsidered	 ﾠmore	 ﾠfully	 ﾠin	 ﾠChapter	 ﾠ4	 ﾠconcerning	 ﾠevening	 ﾠdress.	 ﾠ
120	 ﾠSee	 ﾠArnstein,	 ﾠp135	 ﾠand	 ﾠMagnus	 ﾠP,	 ﾠKing	 ﾠEdward	 ﾠthe	 ﾠSeventh,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1964,	 ﾠpp.116-ﾭ‐
118	 ﾠfor	 ﾠa	 ﾠwider	 ﾠanalysis	 ﾠof	 ﾠthis	 ﾠsituation.	 ﾠ
121	 ﾠCertainly	 ﾠwithin	 ﾠtraditional	 ﾠbiographies	 ﾠof	 ﾠQueen	 ﾠAlexandra	 ﾠsuch	 ﾠdetails	 ﾠfeature	 ﾠnot	 ﾠat	 ﾠall.  	 ﾠ	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decorative.  Thus would travelling ulsters be dispensed with as the welcoming 
committee approached at the platform and certainly by the time she was revealed 
to a wider public gaze she was the beautifully attired Princess they anticipated.  
This chapter, then, navigates wider analyses of public and private spaces and the 
fashioned body within those spaces.  Private spaces were rare for Alexandra and 
so vehicles such as the Royal train or yacht could offer a singular experience for 
her that went beyond merely travelling from A to B. 
 
Similarly travel abroad might offer the extremes of public and private with long 
stretches at sea amongst a small trusted community of people followed by large 
State occasions: from private family visits in Greece to throngs of people in 
Lisbon.  Alexandra’s wardrobe accommodated these public and private 
occasions.  Her garments met the full range of requirements including that of 
climate, society, temperature, occasion and activity and her dressers ensured 
that regardless of where and when, Alexandra was dressed as per these 
requirements. 
 
For trips abroad where cultural considerations had to be made, Alexandra 
demonstrated a willingness to engage with ‘otherness’ in dress whilst conversely 
dressing for dinner on the banks of the Nile.  As with other elements of her 
sartorial career such juxtapositions did not present a contradiction, but rather her 
chameleon-like ability to alter her appearance as the situation and her own 
personal whim dictated.  Thus there was no tension in such choices.  She clothed 
her royal, Imperial body in dress that was sometimes sympathetic to and on 
occasion at odds with a colonial setting, reinforcing the stereotype of the British 
abroad.  Alexandra herself was not British of course and so perhaps it was her 
identity which allowed her to tread carefully around regional and national 
sensitivities.  Adorning herself with recognisable accents in dress to deliberately 	 ﾠ
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appeal to the local population was not new but in her hands was successfully 
achieved.
122 
 
If travel for Alexandra was about both escape from and display of her public 
persona it was something she managed successfully all of her married life.  She 
might lounge aboard the royal yacht in her old sealskin wrap one day and dazzle 
the assembled population of a European city the next.  She was a seasoned and 
comfortable traveller who relished new places and so it is Alexandra herself who 
sums up her delight during such journeys.  From Norway she wrote: ‘The descent 
from our Hotel was too steep for words – so we all had to walk and the ponies 
slid down.  We were so delighted with our excursion in this beautiful spot that we 
settled to stay here another day – our drive home in the setting sun with the 
shades of evening was simply lovely.’
123 
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122	 ﾠIndeed	 ﾠit	 ﾠhas	 ﾠnow	 ﾠbecome	 ﾠcommonplace	 ﾠfor	 ﾠa	 ﾠprominent	 ﾠfemale	 ﾠmember	 ﾠof	 ﾠthe	 ﾠroyal	 ﾠfamily	 ﾠto	 ﾠadopt	 ﾠ
such	 ﾠstrategies	 ﾠwhen	 ﾠ‘officially’	 ﾠabroad.	 ﾠFor	 ﾠa	 ﾠmore	 ﾠrecent	 ﾠpictorial	 ﾠanalysis	 ﾠof	 ﾠhow	 ﾠQueen	 ﾠElizabeth	 ﾠII	 ﾠ
has	 ﾠnegotiated	 ﾠher	 ﾠtrips	 ﾠaround	 ﾠthe	 ﾠCommonwealth	 ﾠand	 ﾠincorporated	 ﾠnational	 ﾠsymbols	 ﾠand	 ﾠcolours	 ﾠ
into	 ﾠher	 ﾠdress	 ﾠsee	 ﾠde	 ﾠGuitaut	 ﾠC,	 ﾠThe	 ﾠRoyal	 ﾠTour	 ﾠ–	 ﾠA	 ﾠSouvenir	 ﾠAlbum,	 ﾠRoyal	 ﾠCollection	 ﾠEnterprises	 ﾠLtd,	 ﾠ
London,	 ﾠ2009.	 ﾠ
123	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ03/0064/4	 ﾠ	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Chapter 3 
 Tailormade for a Queen 
 
Introduction 
Of the many hundreds of photographs taken of Alexandra during her royal 
career, the images that have been most often reproduced in secondary sources 
and therefore have arguably generated the most widely disseminated sense of 
her style are those in which she appears in a tailored costume (Fig.3.1).  As the 
broadsheets and contemporary periodicals were describing in detail her highly 
embellished court and evening wear, descriptions often released through the 
court circular, Alexandra herself was generating a style of garment that was to 
become synonymous with her personal choice of daywear.  In complete contrast 
to those bejewelled garments worn to the drawing rooms and state balls of the 
mid to late nineteenth century, Alexandra’s appropriation of the simple tailored 
suit was, I would maintain, her most individually distinctive contribution to fashion 
amongst her peers.  Descriptions of other occasions and a survey of the 
surviving garments themselves reveal that Alexandra was perhaps elegantly 
conservative in her approach to dress generally.  A typical description from The 
Queen seems to convey a sense of steering a safe course through some of the 
more extreme fashion choices of the period: ‘The Princess, delicate and 
charming as usual, had with an exquisite good taste and kindness of heart made 
a most elegant toilette.  She wore a pink silk polonaise, trimmed with point lace, 
over a petticoat of that beautiful crimson known as “parfum de rose”; Her Royal 
Highness’s dress was greatly admired and there were evidently some 
connoisseurs in that line present, judging from the toilettes, which were in the gay 
and daring style of the present day, flinging odd colours together with apparent 
recklessness, but real knowledge.’
1  It appears then that Alexandra had not 
recklessly thrown odd colours together but chosen subtler tones. 
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1	 ﾠThe	 ﾠQueen	 ﾠLady’s	 ﾠNewspaper	 ﾠand	 ﾠCourt	 ﾠChronicle,	 ﾠJune	 ﾠ29	 ﾠ1872,	 ﾠp.484D	 ﾠ	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Yet at a time when women only wore tailored garments for very specific sporting 
occasions as either participant or observer, the young Princess of Wales took the 
unprecedented step of taking these functional, pared down garments into a 
different sphere.  Alexandra took to wearing the ‘tailormade’
2 everyday, removing 
it from its original context.  This chapter will examine the development of this 
transition, considering first the British tradition of bespoke tailoring and how the 
female consumer first forged links with the tailoring establishment through the 
design of the 18
th century riding jacket.  Riding habits more generally were the 
earliest and most common form of sporting attire for aristocratic women and were 
the only time that women forged sartorial relationships with male designers.  
Alexandra’s own relationship with the Saville Row tailor Henry Poole, maker of 
her own riding habits from the earliest days of her marriage was perhaps her first 
experience of any kind of tailoring and so warrants consideration here. 
 
The growth of the sporting aesthetic amongst the middle and upper classes in 
the second half of the 19th century was the catalyst for the more regular choices 
Alexandra made by the late 1870s and 1880s.  With their annual attendance at 
Cowes Week for the regatta, trips to Scotland for the field sports and an array of 
country house parties in between, the opportunity to dress in sporting fashion 
was much increased and resulted in a more coherent approach by manufacturers 
to cater for the female client.  The feminisation, even democratisation of formerly 
male, lower class fabrics such as tweed and serge is intrinsic to the shaping of 
the woman’s tailormade and will be examined in the context of Alexandra’s 
consumption here. Unlike other royal contemporaries, she never wore uniform 
but there were certain militaristic and naval elements inherent in the styling of 
suits she wore which warrant further analysis.
3 
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2	 ﾠThis	 ﾠterm	 ﾠwill	 ﾠbe	 ﾠexamined	 ﾠin	 ﾠgreater	 ﾠdetail	 ﾠbelow	 ﾠbut	 ﾠthe	 ﾠtailormade	 ﾠcame	 ﾠto	 ﾠbe	 ﾠthe	 ﾠgeneric	 ﾠterm	 ﾠ
for	 ﾠa	 ﾠwoman’s	 ﾠtailored	 ﾠsuit	 ﾠin	 ﾠthe	 ﾠlast	 ﾠthird	 ﾠof	 ﾠthe	 ﾠnineteenth	 ﾠcentury,	 ﾠeither	 ﾠin	 ﾠthe	 ﾠform	 ﾠof	 ﾠa	 ﾠone	 ﾠpiece	 ﾠ
Princess	 ﾠline	 ﾠdress	 ﾠor	 ﾠa	 ﾠtwo	 ﾠpiece	 ﾠbodice	 ﾠand	 ﾠskirt.	 ﾠ
3	 ﾠAlexandra	 ﾠloathed	 ﾠthe	 ﾠmartial	 ﾠpretensions	 ﾠand	 ﾠpenchant	 ﾠfor	 ﾠuniform	 ﾠof	 ﾠleaders	 ﾠsuch	 ﾠas	 ﾠKaiser	 ﾠ
Wilhelm.	 ﾠ	 ﾠSee	 ﾠfor	 ﾠexample	 ﾠBattiscombe,	 ﾠp.171.	 ﾠ	 ﾠWhat	 ﾠshe	 ﾠthought	 ﾠof	 ﾠher	 ﾠown	 ﾠhusband’s	 ﾠfondness	 ﾠfor	 ﾠ
uniform	 ﾠis	 ﾠmore	 ﾠambivalent.	 ﾠ	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Given the ubiquitous nature of the tailored suit in Alexandra’s wardrobe for the 
majority of her public life, the surviving material culture fails to reflect such riches.  
The tailored elements of her wardrobe as it exists now comprises three 
waistcoats, three jackets with the skirts no longer extant and a decorative riding 
habit.
4  The vast majority then of the sharp tailored costumems in which she is 
pictured on countless occasions no longer exist.  Those pieces that have 
survived, however, offer at least a sense of how such garments were fashioned 
for her and alongside other robust sources such as the wardrobe accounts, 
business archives and the images themselves, a more rounded methodology is 
possible.  Thus the names of Henry Poole, Redfern, Busvine and Vernon will be 
subject to some scrutiny for their long-held and well documented royal 
patronage. 
 
The overarching question that Alexandra’s relationship with the tailored garment 
poses is this.  Why did the Princess of Wales take such a sartorially daring step?  
With her reputation thus far having been one of appropriate conservatism in 
dress – feted certainly but not for styles that were at the cutting edge of the 
fashion system – why did she engage so strongly with tailoring?  In many ways 
the close fitting nature of the tailored garment only served to highlight her 
unfashionably slender frame.  A sense of the fashioned Victorian body requires 
some thought here, the work of Jennifer Entwistle and Diana Crane offering 
some useful boundaries to such a discussion.
5  Clothing herself in a form fitting 
garment might have been a deliberate choice and if so may be indicative of a 
growing sense of her own agency relating to clothing strategies that flew in the 
face of prevailing style.  Of course it was a divergence that paid off.  Alexandra’s 
choice was widely admired and it was perhaps the only instance in her career 
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4	 ﾠTwo	 ﾠof	 ﾠthe	 ﾠwaistcoats	 ﾠand	 ﾠone	 ﾠof	 ﾠthe	 ﾠjackets	 ﾠare	 ﾠin	 ﾠThe	 ﾠFashion	 ﾠMuseum,	 ﾠBath;	 ﾠone	 ﾠwaistcoat	 ﾠand	 ﾠ
two	 ﾠjackets	 ﾠare	 ﾠin	 ﾠthe	 ﾠFashion	 ﾠInstitute	 ﾠof	 ﾠDesign	 ﾠMerchandising	 ﾠcollection;	 ﾠthe	 ﾠriding	 ﾠhabit	 ﾠis	 ﾠin	 ﾠthe	 ﾠ
collection	 ﾠof	 ﾠthe	 ﾠMetropolitan	 ﾠMuseum	 ﾠof	 ﾠArt.	 ﾠ	 ﾠAll	 ﾠwill	 ﾠbe	 ﾠexamined	 ﾠin	 ﾠgreater	 ﾠdetail	 ﾠlater	 ﾠin	 ﾠthe	 ﾠ
chapter.	 ﾠ
5	 ﾠEntwistle	 ﾠJ,	 ﾠThe	 ﾠFashioned	 ﾠBody,	 ﾠPolity	 ﾠPress,	 ﾠCambridge,	 ﾠ2006	 ﾠand	 ﾠCrane	 ﾠD,	 ﾠFashion	 ﾠand	 ﾠits	 ﾠSocial	 ﾠ
Agendas,	 ﾠUniversity	 ﾠof	 ﾠChicago	 ﾠPress,	 ﾠChicago,	 ﾠ2000.	 ﾠ	 ﾠ
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where it might be said that the popular royal actually precipitated a style rather 
than followed it.   
 
Traditions of Royal Uniform 
Strongly associated with the heritage of British tailoring, military uniforms as 
appropriated by the monarchy need some consideration here.  Perhaps the 
monarch most famous for his propensity to both dress in and design uniforms for 
himself and others was George IV.  Christopher Hibbert records: ‘One of his first 
acts on being made Prince Regent was to promote himself Field Marshall and 
when he wore the uniform people noticed that even the seams of the coat were 
heavily embroidered.’
6  This tradition of donning a military uniform placed the 
monarch at the head of the armed forces, signalling their status but it was a 
practice that was adopted to a greater or lesser degree dependant on the 
monarch in question.
7  George III’s chief innovation in dress was to be the 
Windsor uniform which was first worn in the late 1770s (Fig. 3.2).  The blue coat 
with scarlet facings was to serve as a generic uniformed option for the royal 
family that might be worn in place of court dress or to survey troops and 
according to research by the dress historian Sacha Llewellyn: ‘was inspired by 
the hunting livery designed for his father, Frederick Prince of Wales in 1729.’
8  
This was certainly its purpose when a version of it was made for Queen Victoria, 
a description of which was recorded by Lady Lyttelton in 1839.  She noted that 
the young Queen wore: ‘a smart shako, with plenty of gold about it, and the 
Windsor Uniform riding habit and the beautiful blue ribbon and (I believe) the Star 
of the Garter over all.’
9  Parts of the Queen’s Windsor uniform have survived and 
are testament to the tailor’s art, it being credited to her habit maker Peter 
Thompson (Fig. 3.3).
10 
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6	 ﾠHibbert	 ﾠC,	 ﾠThe	 ﾠCourt	 ﾠat	 ﾠWindsor:	 ﾠa	 ﾠDomestic	 ﾠHistory,	 ﾠPenguin	 ﾠBooks,	 ﾠLondon,	 ﾠ1964,	 ﾠpp.143-ﾭ‐4	 ﾠ
7	 ﾠThe	 ﾠPrince	 ﾠRegent’s	 ﾠfather	 ﾠGeorge	 ﾠIII	 ﾠdisliked	 ﾠ‘fashion’	 ﾠpreferring	 ﾠinstead	 ﾠhis	 ﾠ‘ill-ﾭ‐made	 ﾠcoats’	 ﾠmuch	 ﾠ
to	 ﾠthe	 ﾠdisgust	 ﾠof	 ﾠsome	 ﾠof	 ﾠhis	 ﾠcourtiers.	 ﾠ	 ﾠQuoted	 ﾠin	 ﾠStaniland	 ﾠK,	 ﾠIn	 ﾠRoyal	 ﾠFashion,	 ﾠMuseum	 ﾠof	 ﾠLondon	 ﾠ
Publications,	 ﾠLondon,	 ﾠ1997,	 ﾠp.26	 ﾠ
8	 ﾠLlewellyn	 ﾠS,	 ﾠ‘George	 ﾠIII	 ﾠand	 ﾠthe	 ﾠWindsor	 ﾠUniform’	 ﾠin	 ﾠThe	 ﾠCourt	 ﾠHistorian,	 ﾠ2,	 ﾠ1996,	 ﾠnp.	 ﾠ
9	 ﾠQuoted	 ﾠin	 ﾠAlan	 ﾠMansfield,	 ﾠCeremonial	 ﾠCostume,	 ﾠA&C	 ﾠBlack,	 ﾠLondon,	 ﾠ1980,	 ﾠp.169	 ﾠ
10	 ﾠFor	 ﾠgreater	 ﾠdetail	 ﾠconcerning	 ﾠQueen	 ﾠVictoria’s	 ﾠsurviving	 ﾠWindsor	 ﾠuniform	 ﾠsee	 ﾠStaniland,	 ﾠpp.103-ﾭ‐
105	 ﾠ	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From its inception the female uniform was a masculinised garment, constructed 
by a male tailor and with all of the trappings of male insignia.  The Queen’s 
elevated social position may well have placed her outside such social anxieties, 
but during the second half of the nineteenth century other upper class women 
adopted military uniform for particular occasions.  Elizabeth Ewing notes in one 
of the only publications to consider the history of women in uniform: ‘The 
feminine regimental uniform usually consisted of the correct male-style tunic with 
high neck and epaulettes but with left hand buttoning and a woman’s skirt, riding 
style.’
11  Upper class women were thus aping their husbands and brothers in a 
form of dress that was recognisably male, acceptable apparently within a certain 
social context.   
 
Queen Victoria abandoned the wearing of uniform during and after her 
pregnancies, but the tradition was enthusiastically sustained by her son Edward.  
Much like his great uncle George IV, Edward regularly wore the uniforms of a 
range of European monarchies throughout his life.
12  His interest in such sartorial 
trappings was reflected during his trip to India in 1875-6: ‘Bertie had been 
shocked to discover that the Indian Civil Service had no official uniform to wear in 
order to receive him and he was disappointed when his proposal for a brass-
buttoned blue coat was rejected.’
13  His attention to detail was noted by an 
incredulous Daisy Warwick who: ‘noticed that he would turn from discussing 
European politics to consider the buttons and tabs on a regimental uniform ‘with 
a gravity that seemed quite out of proportion to the matter in hand.’’
14  It was into 
this climate of monarchical military splendour that Alexandra found herself from 
the very day of her marriage to which the groom wore the scarlet tunic of a British 
general.  And yet Alexandra herself never wore a uniform in the 60 years of her 
royal career.  There were those amongst her peers and indeed family who did so.  
Many of Queen Victoria’s daughters and granddaughters as well as other 
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11	 ﾠEwing	 ﾠE,	 ﾠWomen	 ﾠin	 ﾠUniform,	 ﾠBatsford,	 ﾠLondon,	 ﾠ1975,	 ﾠp.63	 ﾠ
12	 ﾠFor	 ﾠa	 ﾠrange	 ﾠof	 ﾠsuch	 ﾠexamples	 ﾠsee	 ﾠMagnus	 ﾠP,	 ﾠEdward	 ﾠthe	 ﾠSeventh,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1964,	 ﾠ
pp.127,	 ﾠ138,	 ﾠ177,	 ﾠ201,	 ﾠ207,	 ﾠ208,	 ﾠ228,	 ﾠ247,	 ﾠ390	 ﾠ&	 ﾠ408	 ﾠ
13	 ﾠRidley	 ﾠJ,	 ﾠBertie:	 ﾠA	 ﾠLife	 ﾠof	 ﾠEdward	 ﾠVII,	 ﾠChatton	 ﾠ&	 ﾠWindus,	 ﾠLondon,	 ﾠ2012,	 ﾠp.175	 ﾠ
14	 ﾠRidley	 ﾠJ,	 ﾠp.350	 ﾠ	 ﾠ
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European royal women had uniforms made for them as honorary chiefs of 
various regiments.
15  Alexandra’s own sister Maria Feodorovna of Russia was 
Colonel-in Chief of two guards regiments, the uniform for which survives in a 
Russian collection today (Fig. 3.4).
16  The precedent was set but Alexandra 
resolutely rejected uniform in any context.
17 
 
There may have been a number of reasons why she did so although I would 
argue that it was not an issue with masculinity in dress since she wore tailored 
suits so much.  Was it therefore a dislike of martial ambition?  Alexandra’s 
childhood was punctuated by Denmark’s vulnerability at the hands of larger 
states such as Germany.  To appear in public in the uniform of a German colonel 
would have been to sanction their past misdemeanours perhaps.
18  It is possible 
too that Alexandra identified something of the ridiculous in the appropriation of 
such nominal roles.  Edward’s interest in such matters and his insistence upon 
wearing all manner of different uniforms despite his increasing girth with age may 
have served to reinforce a sense of impotence in such role-playing.  Evidence 
suggests that in the correct context, Alexandra showed great interest in the 
importance of uniform.  In 1902 she became the first president of the Queen 
Alexandra Imperial Military Nursing Service a cause to which she dedicated a 
great deal of time in the last decades of her life (Fig. 3.5).  The appearance of the 
nurses was of interest from the outset: ‘approving its uniform and being consulted 
on all suggested changes or adaptation.  The grey dresses, white veils and caps 
and the sisters’ scarlet capes were given her approval and are still worn, with of 
course much updating.  The Danneborg cross of the Royal Arms of Denmark, her 
native country, surmounted by the imperial crown, is also still part of today’s 
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15	 ﾠVicky,	 ﾠQueen	 ﾠVictoria’s	 ﾠeldest	 ﾠdaughter	 ﾠhad	 ﾠa	 ﾠnumber	 ﾠof	 ﾠuniforms	 ﾠof	 ﾠthe	 ﾠGerman	 ﾠarmy,	 ﾠQueen	 ﾠ
Margharita	 ﾠof	 ﾠItaly,	 ﾠPrincess	 ﾠSophia	 ﾠof	 ﾠGreece	 ﾠto	 ﾠname	 ﾠa	 ﾠfew	 ﾠall	 ﾠregularly	 ﾠwore	 ﾠuniform.	 ﾠ	 ﾠSee	 ﾠEwing	 ﾠE,	 ﾠ
pp.62-ﾭ‐63	 ﾠfor	 ﾠfurther	 ﾠdetails	 ﾠof	 ﾠroyal	 ﾠwomen.	 ﾠ
16	 ﾠThe	 ﾠtwo	 ﾠpiece	 ﾠuniform	 ﾠis	 ﾠin	 ﾠthe	 ﾠState	 ﾠHermitage	 ﾠMuseum,	 ﾠSt	 ﾠPetersburg	 ﾠ
17	 ﾠEwing	 ﾠnotes	 ﾠthat	 ﾠas	 ﾠQueen,	 ﾠAlexandra	 ﾠwas	 ﾠgiven	 ﾠthe	 ﾠhonorary	 ﾠColonelcy	 ﾠof	 ﾠa	 ﾠGerman	 ﾠregiment	 ﾠ‘but	 ﾠ
the	 ﾠQueen	 ﾠdid	 ﾠnot	 ﾠwear	 ﾠthe	 ﾠuniforms	 ﾠconcerned.’	 ﾠEwing	 ﾠE,	 ﾠp.63	 ﾠ
18	 ﾠAlexandra’s	 ﾠdislike	 ﾠof	 ﾠthe	 ﾠGerman	 ﾠnation	 ﾠwas	 ﾠlegendary.	 ﾠ	 ﾠThe	 ﾠannexation	 ﾠof	 ﾠSchleswig	 ﾠHolstein	 ﾠby	 ﾠ
Germany	 ﾠcoloured	 ﾠher	 ﾠview	 ﾠof	 ﾠthe	 ﾠcountry	 ﾠfor	 ﾠthe	 ﾠrest	 ﾠof	 ﾠher	 ﾠlife.	 ﾠ	 ﾠ
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uniform.’
19  Her active input here is indicative of a keen recognition that in the 
appropriate setting uniform, and more specifically female uniform, was a 
significant part of such an organisation’s public and professional face.   
 
 
The Development of the Riding Habit 
Though Alexandra may have disliked the political aesthetic of the military 
uniform, she embraced the lines upon which it was based – the riding habit, 
arguably her first experience of the tailormade for which she would become 
famous. Alison Matthews David’s assessment of these so called ‘Elegant 
Amazons’ concludes: ‘In the same way that punks and motorcycle gangs wear 
black leather to display their rebellion against the dominant culture, wearing a 
riding habit conferred a power that was not normally accorded to women in 
Victorian society, marking them as both potentially dangerous and capable of 
physical activity, if in a restrained sense.’
20 Riding habits had become a feature of 
an aristocratic woman’s wardrobe from at least the 18
th century as Cally 
Blackman emphasised in her paper ‘Walking Amazons’: ‘Riding habits are 
alluded to in many memoirs and letters throughout the period, and though their 
utility perhaps prevents them from being described in great detail, these allusions 
do show the variety of activities for which they were worn.’
21  It seems that far 
from being worn only for the hunt or more general horse riding, the habit served a 
more ubiquitous purpose as an outdoor garment.  In 1754 Horace Walpole wrote 
to Horace Mann of his shock at the attire of Princess Emily: ‘coming to Chapel 
last Sunday in riding clothes, with a dog under her arm.’
22  In spite of certain 
quarters of male censure the riding habit retained its place in the female 
wardrobe.
23 
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19	 ﾠEwing	 ﾠE,	 ﾠp.48	 ﾠ
20	 ﾠMatthews	 ﾠDavid	 ﾠA,	 ﾠ‘Elegant	 ﾠAmazons:	 ﾠVictorian	 ﾠRiding	 ﾠHabits	 ﾠand	 ﾠthe	 ﾠFashionable	 ﾠHorsewoman’	 ﾠin	 ﾠ
Victorian	 ﾠLiterature	 ﾠand	 ﾠCulture,	 ﾠ2002,	 ﾠp.184	 ﾠ
21	 ﾠBlackman	 ﾠC,	 ﾠ‘Walking	 ﾠAmazons:	 ﾠThe	 ﾠDevelopment	 ﾠof	 ﾠthe	 ﾠRiding	 ﾠHabit	 ﾠin	 ﾠEngland	 ﾠduring	 ﾠthe	 ﾠ
Eighteenth	 ﾠCentury’	 ﾠin	 ﾠCostume,	 ﾠNumber	 ﾠ35,	 ﾠ2001,	 ﾠp.57	 ﾠ
22	 ﾠQuoted	 ﾠin	 ﾠBlackman	 ﾠC,	 ﾠp.49	 ﾠ
23	 ﾠDepending	 ﾠon	 ﾠthe	 ﾠperiod	 ﾠin	 ﾠquestion	 ﾠriding	 ﾠhabits	 ﾠwere	 ﾠeither	 ﾠmade	 ﾠas	 ﾠa	 ﾠone	 ﾠpiece	 ﾠgarment	 ﾠor	 ﾠa	 ﾠ
separate	 ﾠbodice	 ﾠand	 ﾠskirt.	 ﾠ	 ﾠDuring	 ﾠthe	 ﾠsecond	 ﾠhalf	 ﾠof	 ﾠthe	 ﾠ19th	 ﾠcentury	 ﾠriding	 ﾠhabits	 ﾠmight	 ﾠinclude	 ﾠa	 ﾠ	 ﾠ
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There is too the suggestion of the body beneath the riding habit.  The very nature 
of its cut and the lack of ornamentation meant that it might be seen as a 
sensualised garment in spite of its mannish associations: ‘Though masculinized 
in many ways, the tightly-molded habit displayed the horsewoman’s form to 
advantage. Her elevated position on horseback made her visually accessible.’
24  
Catherine ‘Skittles’ Walters, courtesan and one of the ‘pretty horsebreakers’ who 
daily frequented Rotten Row in Hyde Park: ‘was rumoured to wear nothing 
beneath her close-fitting riding habit, which was expertly tailored by Henry Poole 
of Saville Row.’ (Fig. 3.6)
25  For the Princess of Wales to display the outline of 
her body so markedly in both the riding habit and later the tailormade might 
indicate a degree of agency that flew in the face of some contemporary criticism 
regarding her slenderness. It could be argued that, unlike her husband, 
Alexandra maintained a ‘sporting’ body all of her life.  She enjoyed a range of 
physical activities and the masculinised habit and tailored gown might both 
facilitate such activity and display the figure that participated in it.  Charges of 
extreme slenderness had been levelled at Alexandra from the early years of her 
marriage, Queen Victoria regularly commenting on Alix’s thin frame
26 but the 
waist measurements for her clothing from her wedding dress to her coronation 
gown and indeed the ledgers at Henry Poole serve to illustrate that Alexandra’s 
shape changed barely at all, six pregnancies and a serious illness 
notwithstanding.  In choosing daywear that largely accentuated her slender form, 
I would argue that Alexandra was demonstrating a degree of agency that moved 
beyond her mother-in-law’s approval.  Jennifer Entwistle maintains: ‘When we 
get dressed we do so within the bounds of a culture and its particular norms, 
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jacket,	 ﾠa	 ﾠwaistcoat,	 ﾠa	 ﾠsafety	 ﾠskirt	 ﾠto	 ﾠensure	 ﾠthe	 ﾠrider’s	 ﾠease	 ﾠof	 ﾠmovement	 ﾠwhilst	 ﾠriding	 ﾠside	 ﾠsaddle,	 ﾠ
breeches	 ﾠworn	 ﾠunder	 ﾠthe	 ﾠskirt,	 ﾠa	 ﾠhat	 ﾠand	 ﾠveil.	 ﾠ	 ﾠ	 ﾠ
24	 ﾠMatthews	 ﾠDavid	 ﾠA,	 ﾠp.193	 ﾠ
25	 ﾠBreward	 ﾠC,	 ﾠEhrman	 ﾠE	 ﾠ&	 ﾠEvans	 ﾠC	 ﾠ(Eds),	 ﾠThe	 ﾠLondon	 ﾠLook,	 ﾠFashion	 ﾠFrom	 ﾠStreet	 ﾠto	 ﾠCatwalk,	 ﾠYale	 ﾠ
University	 ﾠPress,	 ﾠNew	 ﾠHaven	 ﾠ&	 ﾠLondon,	 ﾠ2004,	 ﾠp.42	 ﾠ
26	 ﾠFor	 ﾠexample	 ﾠsee	 ﾠFulford	 ﾠR	 ﾠ(Ed),	 ﾠDearest	 ﾠMama,	 ﾠLetters	 ﾠbetween	 ﾠQueen	 ﾠVictoria	 ﾠand	 ﾠthe	 ﾠCrown	 ﾠ
Princess	 ﾠof	 ﾠPrussia	 ﾠ1861-ﾭ‐1864,	 ﾠEvans	 ﾠBrothers	 ﾠLtd,	 ﾠLondon,	 ﾠ1968,	 ﾠp.226	 ﾠand	 ﾠFulford	 ﾠR	 ﾠ(Ed),	 ﾠYour	 ﾠDear	 ﾠ
Letter	 ﾠ–	 ﾠPrivate	 ﾠcorrespondence	 ﾠof	 ﾠQueen	 ﾠVictoria	 ﾠand	 ﾠthe	 ﾠCrown	 ﾠPrincess	 ﾠof	 ﾠPrussia	 ﾠ1865-ﾭ‐1871,	 ﾠEvans	 ﾠ
Brothers	 ﾠLtd,	 ﾠLondon,	 ﾠ1971,	 ﾠp.105.	 ﾠ	 ﾠ
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expectations about the body and about what constitutes a ‘dressed’ body.’
27  
Alexandra’s dressed body had to accommodate a number of public and social 
expectations relating to status and her role as the most visible of female royals 
after her marriage.  Clothing her body in a feminised version of a male garment 
may indeed have been a form of non-verbal resistance as considered by Diana 
Crane
28 although not necessarily against men in particular as Jennifer Craik has 
asserted: ‘It is possible to distinguish techniques associated with the occupancy 
of a female body (being female) from techniques that employ gender as a social 
strategy (being feminine).’
29 Alexandra’s choices both embraced her femininity at 
the same time as asserting her slim and pared down fashioned body in certain 
social contexts. 
 
Recently discovered records show that from the very start of her marriage 
Alexandra ensured that an English tailored riding habit formed part of her new 
wardrobe.  Ledgers in the archive of Henry Poole & Co
30 (frequented also by 
Skittles Walters) and Edward’s favourite tailor for many years indicate that 
Alexandra’s measurements were taken on March 18 1863, a week to the day 
after their marriage in St George’s Chapel.
31  The contemporary tailor’s 
shorthand attests to Alexandra’s slender figure, her waist measuring 18”.
32 
 
The measurements having been taken, Alexandra’s first order at Poole’s was 
placed on March 25 1863 and comprises what is presumably her first tailored 
garment as Princess of Wales (Fig. 3.7).  The Livery Ledger describes: ‘A fine 
black habit lined silk bound braid - £12/12. A pair of black elastic trousers lined 
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27	 ﾠEntwistle	 ﾠJ,	 ﾠThe	 ﾠFashioned	 ﾠBody:	 ﾠFashion,	 ﾠDress	 ﾠand	 ﾠModern	 ﾠSocial	 ﾠTheory,	 ﾠPolity	 ﾠPress,	 ﾠCambridge,	 ﾠ
2000,	 ﾠp.11	 ﾠ
28	 ﾠCrane	 ﾠD,	 ﾠFashion	 ﾠand	 ﾠIts	 ﾠSocial	 ﾠAgendas:	 ﾠClass,	 ﾠGender	 ﾠand	 ﾠIdentity	 ﾠin	 ﾠClothing,	 ﾠUniversity	 ﾠof	 ﾠChicago	 ﾠ
Press,	 ﾠChicago	 ﾠ&	 ﾠLondon,	 ﾠ2000,	 ﾠp.99ff	 ﾠ
29	 ﾠCraik	 ﾠJ,	 ﾠThe	 ﾠFace	 ﾠof	 ﾠFashion,	 ﾠRoutledge,	 ﾠLondon,	 ﾠ1994,	 ﾠp.44	 ﾠ
30	 ﾠFor	 ﾠa	 ﾠbrief	 ﾠbiography	 ﾠof	 ﾠHenry	 ﾠPoole	 ﾠ&	 ﾠCo	 ﾠsee	 ﾠSherwood	 ﾠJ,	 ﾠThe	 ﾠLondon	 ﾠCut	 ﾠ–	 ﾠSavile	 ﾠRow	 ﾠBespoke	 ﾠ
Tailoring,	 ﾠFondazione	 ﾠPitti,	 ﾠFlorence,	 ﾠ2007,	 ﾠpp.63-ﾭ‐68	 ﾠ
31	 ﾠThe	 ﾠHenry	 ﾠPoole	 ﾠ&	 ﾠCo,	 ﾠ15	 ﾠSavile	 ﾠRow,	 ﾠLondon,	 ﾠPrince	 ﾠof	 ﾠWales’	 ﾠMeasurement	 ﾠledger,	 ﾠno	 ﾠnumber.	 ﾠ
32	 ﾠA	 ﾠsingle	 ﾠline	 ﾠof	 ﾠmeasurements	 ﾠseemed	 ﾠto	 ﾠsuffice	 ﾠfor	 ﾠthe	 ﾠduration	 ﾠof	 ﾠher	 ﾠpatronage	 ﾠat	 ﾠPoole’s,	 ﾠno	 ﾠ
amendments	 ﾠhaving	 ﾠbeen	 ﾠmade	 ﾠto	 ﾠtheir	 ﾠrecords,	 ﾠin	 ﾠstark	 ﾠcontrast	 ﾠto	 ﾠEdward’s	 ﾠcolumns	 ﾠof	 ﾠfigures	 ﾠ
written	 ﾠand	 ﾠrewritten,	 ﾠcrossed	 ﾠout	 ﾠand	 ﾠincreased	 ﾠas	 ﾠhis	 ﾠjackets	 ﾠand	 ﾠtrousers	 ﾠexpanded	 ﾠwith	 ﾠhis	 ﾠ
waistline.	 ﾠ	 ﾠ
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silk. 2 sets collars and cuffs.’
33  It was probably logical that Alexandra order her 
first habit from Poole’s given her husband’s preference for the firm.  Whilst no 
complete riding habit is listed again in the ledgers between 1864 and 1872, there 
are enough elements to suggest a regular association with the firm.
34  She 
ordered new cloth skirts, habit skirts, overcoats and cloaks from the company 
during this period and in December 1870 she placed an order for: ‘Making and 
trimming a green fancy checked angola small riding jacket. D/B lined silk, 
trimmed velvet, silk velvet collar and cuffs and facings.’
35  Clearly Alexandra 
appreciated both the cloth and cut that a gentleman’s tailor such as Poole could 
offer, heralding her masculinised approach to daywear later in the 1870s.
36  
  
These were of course the years during which Alexandra spent much of her time 
in the various stages of pregnancy.  Certainly there are entries that suggest the 
changing shape of the Princess at this time: evidence that is not forthcoming 
from any other source.  In October 1863 when the Princess would have been 
seven months pregnant with her first child Albert Victor, the ledger records: 
‘Altering and pressing overcoat – 10/6d. Altering and pressing another overcoat. 
Altering and pressing a habit body.’
37  Such alterations at such a time can only 
lead to the conclusion that not only had Alexandra’s figure changed enough at 
this point to warrant the change to her garments but that she was also still 
participating to some degree in outdoor activities. 
 
The Feminisation of Fabric 
An analysis of some of Alexandra’s orders placed at Henry Poole points to a 
growing feature of the second half of the 19
th century – the feminisation of certain 
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33Henry	 ﾠPoole	 ﾠ&	 ﾠCo,	 ﾠ15	 ﾠSavile	 ﾠRow,	 ﾠLondon,	 ﾠLivery	 ﾠLedger	 ﾠ1863-ﾭ‐1869,	 ﾠFolio	 ﾠ25	 ﾠ
34	 ﾠJust	 ﾠhow	 ﾠlong	 ﾠthis	 ﾠassociation	 ﾠlasted	 ﾠis	 ﾠcurrently	 ﾠunknown	 ﾠalthough	 ﾠAlexandra	 ﾠwas	 ﾠapparently	 ﾠstill	 ﾠ
making	 ﾠlivery	 ﾠorders	 ﾠwhen	 ﾠshe	 ﾠwas	 ﾠQueen.	 ﾠ	 ﾠThe	 ﾠarchivist	 ﾠbelieves	 ﾠthat	 ﾠshe	 ﾠcontinued	 ﾠto	 ﾠpatronise	 ﾠthe	 ﾠ
establishment	 ﾠafter	 ﾠ1874,	 ﾠbut	 ﾠthese	 ﾠledgers	 ﾠare	 ﾠcurrently	 ﾠbeing	 ﾠconserved	 ﾠoff-ﾭ‐site	 ﾠand	 ﾠso	 ﾠare	 ﾠnot	 ﾠ
currently	 ﾠavailable.	 ﾠ	 ﾠIn	 ﾠtime	 ﾠI	 ﾠhope	 ﾠto	 ﾠrevisit	 ﾠthe	 ﾠarchive	 ﾠand	 ﾠinvestigate	 ﾠfurther.	 ﾠ
35	 ﾠHenry	 ﾠPoole	 ﾠ&	 ﾠCo,	 ﾠ15	 ﾠSavile	 ﾠRow,	 ﾠLondon,	 ﾠLivery	 ﾠLedger	 ﾠ1869-ﾭ‐1874,	 ﾠFolio	 ﾠ709	 ﾠ
36	 ﾠHow	 ﾠEdward	 ﾠfelt	 ﾠabout	 ﾠhis	 ﾠwife’s	 ﾠpatronage	 ﾠof	 ﾠhis	 ﾠown	 ﾠfavoured	 ﾠtailor	 ﾠis	 ﾠnot	 ﾠrecorded,	 ﾠalthough	 ﾠhis	 ﾠ
own	 ﾠmother’s	 ﾠassociation	 ﾠwith	 ﾠthe	 ﾠfirm	 ﾠwas	 ﾠpresumably	 ﾠan	 ﾠappropriate	 ﾠprecedent.  	 ﾠ
37	 ﾠHenry	 ﾠPoole	 ﾠ&	 ﾠCo,	 ﾠ15	 ﾠSavile	 ﾠRow,	 ﾠLondon,	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 ﾠFolio	 ﾠ25	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 118	 ﾠ
fabrics which had previously been confined to masculine garments only.  On five 
separate occasions between 1864 and 1872, the Princess of Wales ordered a 
jacket or cape of grey barathea.
38  According to the definition given by Turnbull & 
Asser, barathea is a weave most commonly associated with men’s garments: 
‘Barathea generally uses a worsted ‘yarn’ woven with a twill hopsack or broken 
rib weave. The resulting cloth has a fine texture with a slightly pebbled effect and 
faint regular twill lines running in opposite directions... has a matt finish and is 
used in many forms of formal wear including bow ties and cummerbunds.’
39 
 
Alexandra’s appropriation of a ‘male’ fabric was part of a contemporary trend 
being played out amongst other traditionally masculine cloths also.  Chief 
amongst these was tweed, a fabric Alexandra was to wear regularly in the form 
of tailormade suits throughout the 1870s and 1880s.  Fiona Anderson’s research 
into the gender coding of tweed considers: ‘the deceptively simple notion of the 
crossing of a gender divide through the adoption by women of what was 
principally a menswear textile, which was in broad terms the change in sartorial 
practices that began to take place in Britain from the late 1860s onwards.’
40  The 
Scottish sporting heritage of tweed was traditionally bound up with the male 
experience: ‘Sport and sporting dress were coded very powerfully as masculine 
in the late nineteenth century and these associations were pivotal to the 
identification of tweed as a masculine cloth.’
41  However the new emerging 
market of women’s sport and leisure which grew out of the ‘teachings of Social 
Darwinism’
42 began to acknowledge the importance of a healthy and fit female 
body.  Manufacturers too recognised the potential of this emerging market and 
changed their cloth accordingly.  Where Scotch tweed was still arguably the 
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 ﾠFor	 ﾠexample,	 ﾠJune	 ﾠ7	 ﾠ1863	 ﾠ–	 ﾠa	 ﾠgrey	 ﾠbarathea	 ﾠcashmere	 ﾠdust	 ﾠcoat	 ﾠwas	 ﾠordered	 ﾠby	 ﾠAlexandra,	 ﾠHenry	 ﾠ
Poole	 ﾠ&	 ﾠCo,	 ﾠ15	 ﾠSavile	 ﾠRow,	 ﾠLondon,	 ﾠLivery	 ﾠLedger	 ﾠ1863-ﾭ‐1869,	 ﾠFolio	 ﾠ25	 ﾠ
39	 ﾠTurnbull	 ﾠ&	 ﾠAsser,	 ﾠ
http://store.turnbullandasser.co.uk/Materials_and_styling/Barathea_Weave.html	 ﾠ-ﾭ‐	 ﾠaccessed	 ﾠon	 ﾠ
27/09/12	 ﾠ
40	 ﾠAnderson	 ﾠF,	 ﾠ‘This	 ﾠSporting	 ﾠCloth:	 ﾠTweed,	 ﾠGender	 ﾠ&	 ﾠFashion	 ﾠ1860-ﾭ‐1900’	 ﾠin	 ﾠTextile	 ﾠHistory,	 ﾠVolume	 ﾠ
37,	 ﾠNo	 ﾠ2,	 ﾠ2006,	 ﾠp.166	 ﾠ
41	 ﾠAnderson,	 ﾠp.180	 ﾠ
42	 ﾠAnderson,	 ﾠpp.180-ﾭ‐81	 ﾠ	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home of the traditional masculine tweed, so the mills of Yorkshire produced 
tweeds that catered to the female consumer.  The difference lay in the aesthetics 
of the cloth itself as Lou Taylor has considered: ‘Whereas a big bold check might 
look handsome made up into a large and loose informal overcoat for a man, on a 
woman the results could be less than beautiful.’
43  Reducing both the size and 
colour of the check enabled the tailor to fit the cloth to the fashionable female 
silhouette. Princess Alexandra certainly embraced this development, 
photographed in a garment of small checked tweed on numerous occasions and 
her wardrobe accounts as Queen indicate that she was still purchasing tweed in 
1908, the sum of £10/17/6d paid for tweed cloth to Field, Hawkins & Co.
44 For the 
upper classes tweed inhabited a rural space and certainly the images of 
Alexandra in which she is wearing tweed are all taken in the Highlands or at 
country house weekends, a common trend observed by Lou Taylor once more in 
a paper examining three different garments of woollen cloth: ‘Rapidly 
commodified into fashionable necessities, these new garments were quickly 
accepted as Society’s correct, outdoor rural wear.’ (Fig. 3.8)
45   
 
What then of serge, formerly identified with the male working class or soldier 
class but appropriated by women of the leisure classes by the 1870s and 
Alexandra in particular whose own particular choice of daywear became 
synonymous with the fabric?  Defined by Edward Miller as ‘a firm, compact, twill-
weave worsted (wool) fabric with a clear face finish’
46 serge was associated most 
commonly with naval and army uniforms.  Its weight and smooth surface lent 
itself well to the needs of the military uniform and for the same reasons was 
adopted by the tailor John Redfern. 
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 ﾠTaylor	 ﾠL,	 ﾠ‘Wool	 ﾠcloth	 ﾠand	 ﾠgender:	 ﾠthe	 ﾠuse	 ﾠof	 ﾠwoolen	 ﾠcloth	 ﾠin	 ﾠwomen’s	 ﾠdress	 ﾠin	 ﾠBritain,	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 ﾠ
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 ﾠla	 ﾠHaye	 ﾠA	 ﾠ&	 ﾠWilson	 ﾠE	 ﾠ(Eds),	 ﾠDefining	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 ﾠDress	 ﾠas	 ﾠObject,	 ﾠMeaning	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 ﾠ
University	 ﾠPress,	 ﾠ1999,	 ﾠp.39	 ﾠ
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 ﾠRoyal	 ﾠArchive,	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 ﾠ2007,	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Redfern 
The name of Redfern has become synonymous with Alexandra both 
contemporarily and in subsequent volumes of biography.
47  In 1876, the firm of 
Redfern were advertising HRH The Princess of Wales as one of their esteemed 
patrons, as Royal Warrant Holders.
48  Although appearing less frequently in the 
surviving wardrobe accounts the firm nevertheless held a Royal Warrant for 
Alexandra as both Princess of Wales and Queen from 1876 until her death, one 
of the longest and perhaps most significant of her associations.  In fact, a 
handwritten bill discovered amongst many hundreds in Queen Victoria’s ledgers 
of Ordinary and Extraordinary Bills, reveals most probably her first encounter with 
the firm from Alexandra’s earliest visit to the Isle of Wight; her honeymoon.
49  
Near the bottom of a bill largely consisting of orders of wadding, webbing, braid, 
tape, ribbon and silk cord, there are three entries of particular significance, given 
that the date, noted at the head of the page covers ‘...the quarter ending 31
st 
March 1863.’
50  Following the marriage of the Prince of Wales to his Danish 
Princess, the couple honeymooned at Osborne House for the latter half of the 
month of March.  A direct reference to the purchase of ‘A cushion for HRH the 
Princess of Wales’ for the sum of 2.2d confirms the Princess Alexandra’s early 
association with Redfern during the period before his rise to fame as a 
dressmaker. 
 
  Indeed, the content of the bill as a whole and its inclusion in this particular 
series of ledgers, reveals that he was still a local draper at this stage, supplying 
household goods and other dressmaking sundries to Queen Victoria although he 
is mentioned frequently in the Office of Robes accounts for the Queen even at 
this early date in his career.
51  This in itself is significant.  In Queen Victoria’s 
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 ﾠRedfern’s	 ﾠname	 ﾠis	 ﾠassociated	 ﾠwith	 ﾠAlexandra	 ﾠin	 ﾠvolumes	 ﾠof	 ﾠ20th	 ﾠcentury	 ﾠdress	 ﾠhistory	 ﾠsuch	 ﾠas	 ﾠ
Ewing	 ﾠE,	 ﾠHistory	 ﾠof	 ﾠ20th	 ﾠCentury	 ﾠFashion,	 ﾠBatsford,	 ﾠLondon,	 ﾠ1974,	 ﾠp.7	 ﾠalthough	 ﾠthis	 ﾠincorrectly	 ﾠstates	 ﾠ
that	 ﾠAlexandra	 ﾠwas	 ﾠdressed	 ﾠchiefly	 ﾠby	 ﾠdressmakers	 ﾠin	 ﾠLondon	 ﾠfor	 ﾠpatriotic	 ﾠreasons.	 ﾠ	 ﾠ
48	 ﾠFirst	 ﾠadvertised	 ﾠin	 ﾠThe	 ﾠQueen,	 ﾠAugust	 ﾠ26,	 ﾠ1876	 ﾠ
49	 ﾠNational	 ﾠArchive	 ﾠLC11/172	 ﾠ
50	 ﾠNational	 ﾠArchive	 ﾠLC11/172,	 ﾠtop	 ﾠof	 ﾠpage	 ﾠ
51	 ﾠNational	 ﾠArchive	 ﾠLC12/1.	 ﾠ	 ﾠThe	 ﾠname	 ﾠof	 ﾠRedfern	 ﾠappears	 ﾠin	 ﾠthe	 ﾠQueen’s	 ﾠaccounts	 ﾠas	 ﾠa	 ﾠregular	 ﾠentry	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 ﾠas	 ﾠ1860.	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Office of Robes account books, the firm of John Redfern makes a regular 
appearance alongside other more well known names, as early as 1860, where he 
is described as a silk mercer.  Clearly he enjoyed royal favour three years before 
the marriage of Edward and Alexandra, so it is entirely feasible that the Queen 
may have recommended him to the young couple when on their honeymoon.  
This throws a different light onto Alexandra’s future relationship with the 
company; one which has traditionally been documented as new and daring in the 
1870s but which was apparently forged on the suggestion of her mother-in-law 
ten years earlier.   Interestingly, the bill also describes ‘Making and fitting a 
muslin and silk toilette.  Coral.  Complete’ followed in the next entry by ‘making a 
muslin and silk linen toilette complete to pattern’.
52  These two were charged at 
14.5.0d and 13.13.0d respectively, by far the most costly items on the bill.  Given 
the date, the description and the order of a cushion specifically for the Princess, 
this would suggest that Alexandra ordered two garments from John Redfern at a 
time when he is not a known dressmaker.  That the order was complete from 
pattern perhaps suggests that the Princess of Wales asked for a particular model 
and presented a pattern from which the establishment was only too happy to 
make up a gown.  John Redfern must surely have seen a glimpse into his future, 
supplying toilettes to the feted new bride. 
 
 The subsequent success of John Redfern’s tailoring establishment was in no 
small part thanks to Alexandra herself.  The small port of Cowes on the Isle of 
Wight had participated in the sport of yachting from the early years of the 19
th 
century, the Yacht Club having been founded in 1815.  It was not until the 1870s, 
however, that yachting, and more specifically the Cowes Regatta attained 
immense social cache as a favourite event of the young Prince and Princess of 
Wales.
53  Suddenly the ‘upper ten thousand’ and the leading lights of European 
royalty descended upon the little port every August.  John Redfern’s future was 
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 ﾠbills	 ﾠmaking	 ﾠup	 ﾠthe	 ﾠpages	 ﾠof	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 ﾠlarge	 ﾠaccounts	 ﾠledgers,	 ﾠare	 ﾠnot	 ﾠnumbered	 ﾠso	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 ﾠin	 ﾠany	 ﾠmore	 ﾠdetail	 ﾠother	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 ﾠvolume	 ﾠnumber	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 ﾠ
53	 ﾠRedfern	 ﾠappears	 ﾠto	 ﾠhave	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 ﾠmany	 ﾠRoyal	 ﾠand	 ﾠaristocratic	 ﾠpatrons	 ﾠthanks	 ﾠto	 ﾠthe	 ﾠRegatta,	 ﾠbut	 ﾠ
he	 ﾠretained	 ﾠtheir	 ﾠcustom	 ﾠlong	 ﾠafter	 ﾠCowes	 ﾠweek	 ﾠwas	 ﾠover.	 ﾠ	 ﾠSee	 ﾠNorth	 ﾠS,	 ﾠ‘John	 ﾠRedfern	 ﾠand	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 ﾠ
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 ﾠin	 ﾠCostume,	 ﾠNumber	 ﾠ42,	 ﾠ2008,	 ﾠp.145-ﾭ‐146	 ﾠ	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assured.  He had begun his career as a woollen draper, and it was this early 
knowledge of cloth which has been widely credited as one of the central factors 
of his success as a tailor and as a probable creator of the ‘tailor-made’.
54  
Historically, male tailors had made garments for women only within the specific 
remit of the riding habit.  In the 1870s Redfern and another of his 
contemporaries, John Morgan, expanded upon this narrow participation in 
women’s wear, and began to produce women’s garments for yachting.  Susan 
North’s thesis explored the growth of Redfern’s business, charting the rise in 
popularity of this innovative form of daywear; ‘The development of the tailor-
made of the 19
th century was dependent on three factors; the application of the 
tailoring methods used for the female riding habit to the loose protective 
outerwear worn by women for outdoor activities, the increased popularity of a 
range of outdoor sports for women, and the participation of the Princess of 
Wales, the leader of women’s fashion in England, in these activities and her 
adoption of the new fitted, tailored outfits.’
55  
 
The very nature of the tailor-made appears to have suited the Princess of Wales’ 
favoured simplicity in daywear and a number of contemporary accounts support 
this.  Lady Battersea recalled a brief visit to Sandringham, when the Queen came 
out to meet her: ‘my chauffeur and his companion on the box never surmising 
that the active lady in a plain walking suit who sprang lightly into the car could be 
Queen Alexandra herself.’
56  Consuelo, Duchess of Marlborough found that: ‘Life 
at Sandringham was simple and informal’
57 and Lady Randolph Churchill, in a 
lengthy description recording the homely atmosphere of Sandringham remarked: 
‘The Princess of Wales, looking in her neat dress and small felt hat as young as 
her own daughters, would drive a pair of ponies.’
58  These numerous descriptions 
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 ﾠAnother	 ﾠlocal	 ﾠdraper,	 ﾠJohn	 ﾠMorgan,	 ﾠalso	 ﾠsaw	 ﾠthe	 ﾠopportunity	 ﾠand	 ﾠhe	 ﾠtoo	 ﾠmade	 ﾠtailored	 ﾠgowns	 ﾠfor	 ﾠ
the	 ﾠwomen	 ﾠattending	 ﾠCowes.	 ﾠ	 ﾠHowever,	 ﾠwho	 ﾠmade	 ﾠthe	 ﾠfirst	 ﾠis	 ﾠimpossible	 ﾠto	 ﾠknow	 ﾠand	 ﾠall	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 ﾠfor	 ﾠcertain	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 ﾠthat	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 ﾠbusiness	 ﾠbecame	 ﾠmore	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 ﾠthan	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 ﾠrival’s.	 ﾠ
55	 ﾠNorth	 ﾠthesis,	 ﾠp.22	 ﾠ
56	 ﾠBattersea	 ﾠC,	 ﾠReminiscences,	 ﾠMacmillan	 ﾠ&	 ﾠCo,	 ﾠLondon,	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 ﾠp.357	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of Alexandra dressing privately away from the Season and during the day are 
illustrative of her lack of ostentation in these situations.  Arthur Beavan, invited to 
write about life at Marlborough House in 1896 made his own observations: ‘When 
the Princess calls at York House [the London residence of her son George] she 
almost always goes on foot and dresses so unpretentiously that even the 
sentries have been known not to observe her and have failed to present arms.’
59 
 
Yachting costumes were limited to a narrow fabric choice, predominantly serge, 
which could withstand the ravages of salt water and remain intact and retain its 
elegance of line.  Colours too were confined to a palette of blue, black, cream, 
purple and red.  Where Redfern excelled was in his ability to reinvent each year, 
new and exciting looks within the remit of cloth and colour.  Certainly Princess 
Alexandra’s look during this period is synonymous with the Redfern phenomenon 
– simple, beautifully cut, tailor-made costumes.  Photograph after photograph 
illustrates her preference for the finely made serge costumes.  From the earliest 
years of her marriage, Alexandra was showing in official photographs, her 
preference for the tailored line.  An early carte de visite, c.1865-70 by Hills and 
Saunders shows the couple in riding costume, the Prince leaning nonchalantly in 
a doorway, the Princess next to him in a two piece riding habit.  The bodice is 
buttoned through centre front, with a fullness at the sleeves, while the skirt falls in 
a long bell shape.  The high collar and top hat mirrors her husband’s attire; 
indeed with the hat on she appears taller than the Prince. 
 
A slightly later image could portray an early Redfern outfit.  The Princess wears a 
dark wool/serge one piece dress ruched a la polonaise and decorated with white 
braid appliquéd in a naval fashion at the cuffs, belt, neck and centre front, the 
outfit completed with decorative buttons (Fig. 3.9).  The fashionable line of the 
early 1880s allowed Alexandra to play with the naval theme again in a striking set 
of images taken on the Royal Yacht Osborne.  The Princess is wearing a white 
two piece outfit exhibiting all the details of a contemporary sailor suit of the kind 
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so often worn by children during this period.  The double breasted effect of 
applied buttons, the braidwork, and the navy boater, creates an elegance of line 
effective for her height and figure and demonstrating further her awareness of 
how best to utilize this style (Fig. 3.10). 
 
 Her slender figure which she retained throughout her life was accentuated to its 
fullest in the tailor-made.  Whilst her slightness was not fashionable there was no 
doubt that the pared down, elegant lines of the yachting outfits suited the 
Princess of Wales’ silhouette .
60  A photograph of 1876 taken at the annual 
Cowes regatta emphasises Alexandra’s figure and how she took the new vogue 
for the tailor-made and literally made it her own.  ‘...she wears a tailored cloth 
jacket-bodice, drawn in tight to the waist with a matching belt, and worn with a 
matching skirt. Alexandra’s ensemble is completed by a matching, functional, 
round cloth hat with narrow brim, reminiscent of a man’s bowler.’
61  It is a striking 
image, almost androgynous in tone.(Fig. 3.11). 
 
Furthermore, Alexandra took the tailor-made beyond the confines of the yachting 
world ‘...she wore them as morning gowns, inspiring the rage for the tailor-made 
of the 1880s.  The Queen noted in 1883 that at recent festivities at Sandringham, 
‘The Princess of Wales in the daytime wore nothing but exquisitely fitting tailor-
made costumes.’’
62   Unfortunately and perhaps surprisingly given their 
ubiquitous status thanks to so prominent a customer, hardly any of Redfern’s 
tailor-mades have survived today, and certainly none of the early examples so 
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60	 ﾠAs	 ﾠnoted	 ﾠabove,	 ﾠalthough	 ﾠher	 ﾠslenderness	 ﾠwas	 ﾠnot	 ﾠfashionable	 ﾠit	 ﾠwas	 ﾠnot,	 ﾠdespite	 ﾠQueen	 ﾠVictoria’s	 ﾠ
fears	 ﾠto	 ﾠthe	 ﾠcontrary,	 ﾠa	 ﾠsign	 ﾠof	 ﾠan	 ﾠailing	 ﾠbody.	 ﾠ	 ﾠI	 ﾠwould	 ﾠargue	 ﾠthat	 ﾠAlexandra	 ﾠwas	 ﾠdisplaying	 ﾠher	 ﾠstrong	 ﾠ
‘sporting’	 ﾠbody	 ﾠto	 ﾠits	 ﾠbest	 ﾠadvantage	 ﾠin	 ﾠthe	 ﾠunfussy	 ﾠlines	 ﾠof	 ﾠthe	 ﾠtailored	 ﾠsuit.	 ﾠ	 ﾠFollowing	 ﾠa	 ﾠconference	 ﾠ
paper	 ﾠgiven	 ﾠat	 ﾠthe	 ﾠ‘Making	 ﾠof	 ﾠa	 ﾠMonarchy	 ﾠfor	 ﾠthe	 ﾠModern	 ﾠWorld’	 ﾠat	 ﾠKensington	 ﾠPalace	 ﾠin	 ﾠJune	 ﾠ2012,	 ﾠI	 ﾠ
have	 ﾠemphasized	 ﾠthis	 ﾠargument	 ﾠin	 ﾠan	 ﾠarticle	 ﾠof	 ﾠthe	 ﾠconference	 ﾠproceedings.	 ﾠ	 ﾠSee	 ﾠStrasdin	 ﾠK,	 ﾠ
‘Fashioning	 ﾠAlexandra:	 ﾠA	 ﾠRoyal	 ﾠApproach	 ﾠto	 ﾠStyle	 ﾠ1863-ﾭ‐1910’	 ﾠin	 ﾠCostume,	 ﾠVolume	 ﾠ47,	 ﾠNo.	 ﾠ2,	 ﾠJune	 ﾠ
2013,	 ﾠpp.180-ﾭ‐197.	 ﾠ
61Lambert	 ﾠM,	 ﾠFashion	 ﾠin	 ﾠPhotographs:	 ﾠ1860-ﾭ‐1880,	 ﾠBatsford,	 ﾠLondon,	 ﾠ1991.	 ﾠImage	 ﾠNPG,	 ﾠprinted	 ﾠby	 ﾠ
James	 ﾠRussell,	 ﾠChichester,	 ﾠ1876	 ﾠ
62	 ﾠNorth	 ﾠthesis,	 ﾠp.26	 ﾠ	 ﾠ
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favoured by Alexandra.
63  This tailored elegance, however, was to remain the 
preserve of craftsmen in the UK.  Proust made a sharp observation of Madame 
Standish, a Frenchwoman who also happened to be a mistress of Edward’s, 
noting that she wore suits that: ‘moulded her figure with a precision that was 
positively British.’
64  His choice of words – of precision moulding – captures the 
skill of the British tailor and the style that originated with Alexandra.  
 
There was another innovation credited to Redfern and once more popularised by 
Princess Alexandra and that was the jersey costume.  Originally made for the 
Princess in 1879, Redfern advertised themselves in the October as ‘Inventors 
and makers of the celebrated Jersey gowns worn by H.R.H. the Princess of 
Wales.’
65 In November, The Queen noted the new style as modelled by the 
Princess: ‘At the first shooting party at Sandringham this season, H.R.H. the 
Princess of Wales appeared in a costume admirably adapted for the occasion.  It 
was designed by Messrs. Redfern of London and Cowes, the originators of the 
now popular Jersey Costume, and in some special points this shooting dress 
resembled its predecessor.’
66  In the wake of reports such as this, the jersey 
costume was soon copied by tailors and department stores alike, so that by 1880 
jerseys were available in popular stores such as Debenham & Freebody and 
Dickins & Jones.
67  In the mid 1880s, the period of the sheathlike bodice and 
fitted drapery, Alexandra and her daughters were photographed in these jersey 
bodices that were at once both apparently comfortable and stretchy, well suited 
for the active Princess of Wales, but fitted tautly over the structured under 
garments and once again emphasised as no other garment could have, the 
extreme slenderness of the Princess.  Once again, she appears boyish in the 
tweed, buttoned jersey and soft cloth cap, especially alongside her now portly 
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63	 ﾠThe	 ﾠearliest	 ﾠexample	 ﾠdates	 ﾠto	 ﾠ1889-ﾭ‐90	 ﾠ,	 ﾠa	 ﾠwalking	 ﾠsuit	 ﾠbearing	 ﾠthe	 ﾠParis	 ﾠlabel	 ﾠin	 ﾠthe	 ﾠCincinnati	 ﾠArt	 ﾠ
Museum,	 ﾠ1974.23	 ﾠbut	 ﾠthis	 ﾠis	 ﾠnot	 ﾠa	 ﾠgarment	 ﾠassociated	 ﾠwith	 ﾠAlexandra	 ﾠherself.	 ﾠ
64	 ﾠQuoted	 ﾠin	 ﾠPainter	 ﾠG,	 ﾠMarcel	 ﾠProust:	 ﾠA	 ﾠBiography,	 ﾠRandom	 ﾠHouse	 ﾠPublishing,	 ﾠLondon,	 ﾠ1989,	 ﾠp.162	 ﾠ
65	 ﾠThe	 ﾠJersey	 ﾠhas	 ﾠoften	 ﾠbeen	 ﾠattributed	 ﾠto	 ﾠLily	 ﾠLangtry,	 ﾠbut	 ﾠdating	 ﾠcontemporary	 ﾠreports	 ﾠshow	 ﾠthat	 ﾠ
Alexandra	 ﾠwas	 ﾠthe	 ﾠfirst	 ﾠ‘celebrity’	 ﾠto	 ﾠwear	 ﾠone.	 ﾠ
66	 ﾠThe	 ﾠQueen,	 ﾠNovember	 ﾠ22	 ﾠ1879,	 ﾠp.489	 ﾠ
67	 ﾠThe	 ﾠearliest	 ﾠillustration	 ﾠof	 ﾠa	 ﾠJersey	 ﾠbodice	 ﾠappears	 ﾠin	 ﾠThe	 ﾠQueen,	 ﾠAugust	 ﾠ6	 ﾠ1881,	 ﾠp.144	 ﾠ	 ﾠ
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husband.
68   Redfern reinvented the jersey over 15 years later, with the addition 
of the voluminous sleeves of the 1890s.
69 
 
However, by the later years of the nineteenth century, Alexandra’s patronage of 
her once favoured firm, appeared to be on the wane.  Between 1897 and 1903, 
there are only four purchases made from Redfern the largest of which amounted 
to £48/1/6d, a relatively small sum placed alongside the many hundreds of 
pounds that were being paid to other couture houses in the same period.
70  
Ironically, it is probable that the fame and widespread patronage that the House 
of Redfern had achieved by the end of the nineteenth century, due in no small 
part to Alexandra herself, was the very reason that she had largely ceased to buy 
from the firm by this time.  In the 1890s, Redfern’s popularity rivalled and 
eventually overtook that of the great House of Worth.  With branches all over 
Europe and in the United States, Redfern was no longer the edgy young 
establishment it once was.  Anyone who could afford to shop at Redfern did so; 
and Alexandra moved on, her former exclusivity no longer possible. 
 
The establishment of John Redfern remained a warrant holder of the Queen until 
the end of her life, one of the longest to have enjoyed her custom, and although 
the payments received from Alexandra as Queen are far less significant than 
those as Princess of Wales, her loyalty held true to the end.  This is entirely in 
keeping with Alexandra’s well known philanthropy of which these later smaller 
payments appear to indicate.  Regular purchases, however small in value, meant 
that Redfern could retain the Queen’s Royal Warrant even though the bulk of her 
tailored wear was no longer purchased from the establishment.  But from that 
first costume made to pattern on Cowes, the meteoric rise of the Isle of Wight 
tailor and the new stylish Princess had taken place hand in hand. 
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68	 ﾠLevitt	 ﾠS,	 ﾠFashion	 ﾠin	 ﾠPhotographs	 ﾠ1880-ﾭ‐1900,	 ﾠBatsford,	 ﾠLondon,	 ﾠ1991,	 ﾠRussell	 ﾠ&	 ﾠSons,	 ﾠc.1884,	 ﾠNPG	 ﾠ
69	 ﾠEven	 ﾠthen,	 ﾠthe	 ﾠinfluence	 ﾠof	 ﾠthe	 ﾠPrincess	 ﾠof	 ﾠWales’	 ﾠpatronage	 ﾠwas	 ﾠexplicit	 ﾠin	 ﾠthe	 ﾠfashion	 ﾠpages	 ﾠof	 ﾠthe	 ﾠ
periodicals.	 ﾠ	 ﾠFollowing	 ﾠa	 ﾠdescription	 ﾠof	 ﾠthe	 ﾠnew	 ﾠjerseys	 ﾠand	 ﾠtheir	 ﾠsuitability	 ﾠfor	 ﾠvarious	 ﾠactivities,	 ﾠthe	 ﾠ
report	 ﾠasserted,	 ﾠ‘...Her	 ﾠRoyal	 ﾠHighness	 ﾠthe	 ﾠPrincess	 ﾠof	 ﾠWales	 ﾠhas	 ﾠpurchased	 ﾠseveral...’The	 ﾠQueen,	 ﾠ
August	 ﾠ24	 ﾠ1895,	 ﾠp.360	 ﾠ
70	 ﾠRA	 ﾠVIC	 ﾠADD	 ﾠA	 ﾠ21	 ﾠ219A	 ﾠFolio	 ﾠ30	 ﾠ	 ﾠ
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Vernon & Busvine 
Alexandra’s reduced patronage of Redfern at some point in the 1890s heralded 
the arrival of the tailor that was to produce what appears to be the majority of her 
tailored wear for the rest of her public career.
71  The name of Vernon appears 
with regularity in the pages of the wardrobe accounts between the years 1898 
and 1910 and three of the surviving tailored garments bear the Vernon label.  
However, the establishment itself faded into obscurity after a relatively brief 
period of prominence and now has left barely a trace of its former influence.
72  In 
the Post Office London Directory of 1895, Vernon & Co appear under the 
tailoring section based at 191 Sloane St.
73  Four years later the star of Vernon 
must have risen steadily as the firm were now styling themselves as Vernon et 
Cie in the same directory with the accompanying symbols indicating that they 
were ladies tailors and habit makers and had expanded into 191 & 192 Sloane 
St.
74  By 1910 Vernon & Co were: ‘ladies tailors, habit makers, court 
dressmakers & artistic milliners (by Royal Warrant to HM The Queen)’
75 and now 
occupied 190, 191 & 192 Sloane St, the steady expansion of both premises and 
services offered to clients a clear indication of their place in the tailoring 
hierarchy.  Alexandra’s daughter Maud ordered a number of garments from 
Vernon for her trousseau in 1896 and the company also assisted with the 
creation of her Coronation dress when she became Queen Maud of Norway in 
1906.
76 An advertisement in 1911, described in the V&A catalogue of Maud’s 
clothing hints at one of the services offered by the establishment: ‘A special 
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71	 ﾠAlthough	 ﾠother	 ﾠtailors	 ﾠdo	 ﾠappear	 ﾠin	 ﾠthe	 ﾠwardrobe	 ﾠaccounts	 ﾠand	 ﾠas	 ﾠrecipients	 ﾠof	 ﾠAlexandra’s	 ﾠroyal	 ﾠ
warrant,	 ﾠVernon	 ﾠappear	 ﾠwith	 ﾠthe	 ﾠmost	 ﾠfrequency	 ﾠwith	 ﾠthe	 ﾠhighest	 ﾠsums	 ﾠof	 ﾠmoney	 ﾠspent	 ﾠin	 ﾠaddition	 ﾠto	 ﾠ
the	 ﾠevidence	 ﾠof	 ﾠthe	 ﾠsurviving	 ﾠmaterial	 ﾠculture.	 ﾠ	 ﾠSee	 ﾠthe	 ﾠwardrobe	 ﾠaccounts	 ﾠvolume	 ﾠRA	 ﾠVIC	 ﾠADD	 ﾠA	 ﾠ21	 ﾠ
219A	 ﾠfor	 ﾠevidence	 ﾠof	 ﾠextensive	 ﾠpatronage	 ﾠbetween	 ﾠthe	 ﾠyears	 ﾠ1898	 ﾠand	 ﾠ1903	 ﾠand	 ﾠvolume	 ﾠRA	 ﾠVIC	 ﾠADD	 ﾠ
A	 ﾠ21	 ﾠ219B	 ﾠfor	 ﾠthe	 ﾠyears	 ﾠbetween	 ﾠ1904	 ﾠand	 ﾠ1909.	 ﾠ
72	 ﾠA	 ﾠsearch	 ﾠof	 ﾠthe	 ﾠLondon	 ﾠMetropolitan	 ﾠArchive,	 ﾠthe	 ﾠGuildhall	 ﾠLibrary,	 ﾠthe	 ﾠNational	 ﾠArchive	 ﾠand	 ﾠthe	 ﾠ
Royal	 ﾠBorough	 ﾠof	 ﾠKensington	 ﾠ&	 ﾠChelsea	 ﾠLibrary	 ﾠwere	 ﾠall	 ﾠfruitless,	 ﾠno	 ﾠbusiness	 ﾠarchives	 ﾠfor	 ﾠthe	 ﾠ
company	 ﾠhaving	 ﾠapparently	 ﾠsurvived	 ﾠand	 ﾠhardly	 ﾠany	 ﾠsecondary	 ﾠreferences	 ﾠto	 ﾠit.	 ﾠ
73	 ﾠThe	 ﾠPost	 ﾠOffice	 ﾠLondon	 ﾠDirectory,	 ﾠKelly	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1895,	 ﾠp.2177	 ﾠ
74	 ﾠThe	 ﾠPost	 ﾠOffice	 ﾠLondon	 ﾠDirectory,	 ﾠKelly	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1899,	 ﾠp.2420	 ﾠ
75	 ﾠThe	 ﾠPost	 ﾠOffice	 ﾠLondon	 ﾠDirectory,	 ﾠKelly	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1910,	 ﾠp.1269	 ﾠ
76	 ﾠThis	 ﾠin	 ﾠitself	 ﾠmight	 ﾠsuggest	 ﾠa	 ﾠlevel	 ﾠof	 ﾠinfluence	 ﾠexerted	 ﾠby	 ﾠAlexandra	 ﾠin	 ﾠthe	 ﾠcreating	 ﾠof	 ﾠher	 ﾠ
daughter’s	 ﾠtrousseau,	 ﾠVernon	 ﾠobviously	 ﾠoccupying	 ﾠa	 ﾠtrusted	 ﾠplace	 ﾠamongst	 ﾠthe	 ﾠmany	 ﾠestablishments	 ﾠ
she	 ﾠpatronised.	 ﾠ	 ﾠ
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mention is made of its ability to cater for orders from abroad or out of town.  Such 
orders were probably supplied by fitting on a bust made to a customer’s 
measurements.  This is probably how Vernon made clothes for Queen Maud as 
one of her preserved dressmaker’s mannequins is marked ‘Vernon’’.
77  This was 
perhaps a feature that appealed to Alexandra also given the peripatetic nature of 
her life.  Since the evidence has shown Alexandra’s measurements changed 
very little during the course of her public life, Vernon’s expertise at fitting 
garments without the presence of the customer was perhaps a particularly 
attractive feature of the establishment for her. 
 
A suggestion in the December 1911 issue of the Ladies Field implied that Vernon 
had a reputation for being the preserve of only the most privileged: ‘a 
journalist…recommended that readers visit Vernon and reassured them that it 
was untrue that only the very rich could purchase clothing there.’
78  The surviving 
garments support the very high quality of the tailoring that Vernon produced.  
Unembellished as they are, the construction is testament to the tailor’s art. 
Interestingly all of the garments, including a fourth object not related to Alexandra 
but dating to the same period, are made from cream serge (Fig. 3.12).  What 
embellishment there is, is mostly self-coloured with the occasional accent of 
black such as the complete two piece tailor-made now in the collections of the 
Royal Ontario Museum, Toronto.
79  A trim of silk plaited braid features on three of 
the four garments, echoing the braided decoration of men at sea. Many of the 
photographs taken of Alexandra on board the Royal Yachts in the 1890s and 
1900s show her in either navy or cream serge outfits and so presumably 
appealed to her sense of appropriate dress on board ship with connotations of 
naval dress.  If not the explicit copy of a uniform, she chose at least to echo 
those contextual elements that reflected their life at sea and abroad (Fig. 3.13) 
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77	 ﾠKjellberg	 ﾠA	 ﾠ&	 ﾠNorth	 ﾠS,	 ﾠStyle	 ﾠ&	 ﾠSplendour:	 ﾠThe	 ﾠWardrobe	 ﾠof	 ﾠQueen	 ﾠMaud	 ﾠof	 ﾠNorway,	 ﾠV&A	 ﾠ
Publications,	 ﾠLondon,	 ﾠ2005,	 ﾠp.94	 ﾠ
78	 ﾠQuoted	 ﾠin	 ﾠKjellberg	 ﾠA	 ﾠ&	 ﾠNorth	 ﾠS,	 ﾠp.94	 ﾠ
79	 ﾠAccession	 ﾠnumber	 ﾠ966.295	 ﾠa&b	 ﾠ–	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠToronto.	 ﾠ	 ﾠThis	 ﾠsuit	 ﾠis	 ﾠnot	 ﾠassociated	 ﾠwith	 ﾠ
Alexandra	 ﾠbut	 ﾠis	 ﾠof	 ﾠa	 ﾠcomparable	 ﾠdate	 ﾠand	 ﾠstyle	 ﾠto	 ﾠthose	 ﾠthat	 ﾠare.	 ﾠ	 ﾠ
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The two tailored jackets recently acquired by the Fashion Institute of Design 
Merchandising, both by Vernon, appear to have been worn by Queen Alexandra 
during a Mediterranean cruise in 1905 and can be identified from photographs 
pasted into her travel album for that year.  A snapshot taken of Alexandra riding a 
donkey during a tour of Gibralter on March 28 1905 depicts a jacket identical to 
that now in Los Angeles
80 whilst another cream suit with distinctive black trim 
appears to match the second jacket now in the LA collection.
81  This rare 
opportunity to match garments with an occasion for which they were worn allows 
the tailormade to be considered within a very precise worn context.  It may be 
that Alexandra ordered clothing from Vernon that was specifically intended for 
European travel, cream being well suited both to the aesthetics of the naval 
tradition but also to the climates of those countries they visited en route.  The 
provenance of all three garments originates from Miss Giltrap, Alexandra’s 
dresser, who was certainly present during the 1905 cruise since she is 
mentioned on more than one occasion in Alexandra’s travel journal.  Without a 
specific reference to the manner of her acquisition it is impossible to surmise 
further.  It may indeed have been the case that Harriet Giltrap was given these 
suits by Alexandra by way of souvenir, recalling happy times on board ship, such 
gestures being entirely characteristic.  Although only the jackets survive now, a 
letter written by one of Miss Giltrap’s descendants explains the loss of the skirts: 
‘the Skirts and other parts of the costumes were made into dresses by Mrs Cook 
who was Mrs Giltrap’s niece.’
82  Their appearance so prominently within the 
pages of the 1905 journal does suggest that Vernon was the luxury tailor of 
choice for Alexandra during her years as Queen.  Worn when touring in public 
around Europe, she advertised the best of British tailoring on an International 
platform in her crisp cream and navy suits. 
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80	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ03/0069,	 ﾠMediterranean	 ﾠCruise	 ﾠAlbum,	 ﾠ1905,	 ﾠVol	 ﾠ1,	 ﾠFolio	 ﾠ28	 ﾠ
81	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ03/0069,	 ﾠMediterranean	 ﾠCruise	 ﾠAlbum,	 ﾠ1905,	 ﾠ	 ﾠFolio	 ﾠ30	 ﾠ
82	 ﾠUncatalogued	 ﾠletter:	 ﾠOctober	 ﾠ13	 ﾠ1963	 ﾠfrom	 ﾠM	 ﾠDeane,	 ﾠacquired	 ﾠby	 ﾠMrs	 ﾠDoris	 ﾠLangley	 ﾠMoore	 ﾠand	 ﾠ
sent	 ﾠto	 ﾠAmerica	 ﾠwith	 ﾠthe	 ﾠsuit	 ﾠjackets.	 ﾠ	 ﾠThe	 ﾠletter	 ﾠis	 ﾠnow	 ﾠpart	 ﾠof	 ﾠthe	 ﾠcollections	 ﾠat	 ﾠthe	 ﾠFashion	 ﾠInstitute	 ﾠ
of	 ﾠDesign	 ﾠMerchandising	 ﾠMuseum,	 ﾠLos	 ﾠAngeles	 ﾠ	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If Vernon were the luxury tailor of choice by this date, worn by the Queen whilst 
abroad and in public daytime settings, Busvine appeared to inhabit a more 
utilitarian place in her wardrobe.  The firm of Busvine were already holders of 
Alexandra’s Royal Warrant when she became Queen Consort in 1901.
83 Their 
place in the late 19
th century was bound up with the continued dominance of the 
riding habit in the upper class woman’s annual calendar.  The Duchess of 
Marlborough wrote of her first ride out with the hounds in 1899: ‘I shall always 
remember the first meet with the Quorn hounds when, perfectly fitted in a 
Busvine habit, a tall hat and veil, I mounted ‘Greyling’ inwardly trembling with 
excitement and fear…a host of others were eyeing me critically and so far, 
thanks to my tailor and a good seat, had found nothing amiss.’
84  Busvine were 
known for their technical approach to the art of cutting and tailoring.  They 
patented a number of safety skirts for riding side saddle and had already been 
awarded a Royal Warrant for the making of Alexandra’s riding habits as far back 
as 1883.
85  Two waistcoats made by Busvine for Alexandra are the only 
examples of their patronage that have survived both dating to the 1890s, both of 
a hopsack weave with a spot repeat pattern.
86  A third waistcoat of very similar 
fabric, also spotted may be associated with Busvine although it does not bear 
their label.
87  Perhaps more than any other surviving garment, these waistcoats 
highlight just how slender Alexandra still was in her forties, the unembellished 
line creating the silhouette of her famous figure (Fig. 3.14) The cut of these 
waistcoats underscores Alexandra’s continued desire to display her unchanged 
shape almost thirty years after her initial adoption of the tailormade.  The context 
of these pieces is now unknown.  It may be that these were worn for riding, 
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83	 ﾠSee	 ﾠMcDowell	 ﾠC,	 ﾠA	 ﾠHundred	 ﾠYears	 ﾠof	 ﾠRoyal	 ﾠStyle,	 ﾠMuller,	 ﾠBlond	 ﾠ&	 ﾠWhite,	 ﾠLondon,	 ﾠ1985,	 ﾠappendix	 ﾠ1,	 ﾠ
p.171	 ﾠfor	 ﾠa	 ﾠlist	 ﾠof	 ﾠthe	 ﾠwarrant	 ﾠholders	 ﾠfor	 ﾠAlexandra	 ﾠin	 ﾠ1901,	 ﾠ1903,	 ﾠ1914	 ﾠ&	 ﾠ1925	 ﾠ
84	 ﾠVanderbilt	 ﾠBalsan	 ﾠC,	 ﾠThe	 ﾠGlitter	 ﾠand	 ﾠthe	 ﾠGold,	 ﾠGeorge	 ﾠMann,	 ﾠMaidstone,	 ﾠ1973,	 ﾠp.99	 ﾠ
85	 ﾠSee	 ﾠKjellberg	 ﾠA	 ﾠ&	 ﾠNorth	 ﾠS,	 ﾠp.66	 ﾠ
86	 ﾠDoris	 ﾠLangley	 ﾠMoore	 ﾠacquired	 ﾠboth	 ﾠof	 ﾠthese	 ﾠwaistcoats	 ﾠfrom	 ﾠMrs.	 ﾠGiltrap’s	 ﾠfamily	 ﾠin	 ﾠthe	 ﾠ1950s.	 ﾠ	 ﾠ
One	 ﾠshe	 ﾠgave	 ﾠto	 ﾠthe	 ﾠcostume	 ﾠmuseum	 ﾠin	 ﾠBath	 ﾠand	 ﾠthe	 ﾠother	 ﾠshe	 ﾠsold	 ﾠto	 ﾠHelen	 ﾠLarsson	 ﾠin	 ﾠAmerica,	 ﾠ
whose	 ﾠcollection	 ﾠhas	 ﾠrecently	 ﾠbeen	 ﾠacquired	 ﾠby	 ﾠthe	 ﾠFIDM	 ﾠin	 ﾠLA.	 ﾠ
87	 ﾠRed	 ﾠspotted	 ﾠwaistcoat	 ﾠc.1890	 ﾠaccession	 ﾠnumber	 ﾠBATMC	 ﾠ1.17.13,	 ﾠThe	 ﾠFashion	 ﾠMuseum,	 ﾠBath;	 ﾠblue	 ﾠ
spotted	 ﾠwaistcoat	 ﾠc.1890	 ﾠaccession	 ﾠnumber	 ﾠL2011.13.29,	 ﾠFashion	 ﾠInstitute	 ﾠof	 ﾠDesign	 ﾠMerchandising	 ﾠ
Museum,	 ﾠLos	 ﾠAngeles;	 ﾠblack	 ﾠspotted	 ﾠwaistcoat	 ﾠc.1890	 ﾠaccession	 ﾠnumber	 ﾠL2011.13.30,	 ﾠFashion	 ﾠ
Institute	 ﾠof	 ﾠDesign	 ﾠMerchandising,	 ﾠLos	 ﾠAngeles	 ﾠ	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although their cream background and spotted pattern may suggest otherwise.  
They are striking for all their simplicity and paradoxical too.  Their simple line, 
high collar and demure spot pattern might be lifted from the male equivalent and 
yet they are unequivocally female, placing Alexandra at the very heart of 19
th 
century gendered etiquette.  Buckley and Fawcett’s reading of this period is one 
of heightened femininity, of an extravagant female body: ‘a hyper-femininity 
similar to that found in the exaggerated artifice of male transvestitism.’
88  They 
discuss the iconography of the actress and the rounding of the fashionable 
female figure from the 1880s onwards: ‘There is a sense that the female body 
itself had become a site of ostentatious consumption in its ampleness.’
89  Yet the 
images of Alexandra from this period and the style and dimensions of her 
daywear attest to a very different aesthetic.  If in its form it was not un-feminine, it 
was perhaps more allied to the male approach to plain dressing than to the overt 
‘frou-frou’ extolled by authors such as Mrs Eric Pritchard in her book The Cult of 
Chiffon, published in 1902.
90  Whilst she adorned herself in suitably embellished 
attire for evening functions
91, the iconography and the material culture confirms 
the different approach afforded by tailoring. 
 
Conclusion 
The fate of the vast majority of Alexandra’s tailored wardrobe conforms with 
Glenn Adamson’s assessment of material culture more generally: ‘when it comes 
to the material past, disappearance is the norm, and preservation is the 
exception.’
92  Six pieces of tailoring are now all that survive from amongst what 
was by far Alexandra’s most unique contribution to nineteenth and early twentieth 
century fashion.  From her first experiences with the masculine environment of 
Henry Poole & Co to her more individual relationship with the emerging firm of 
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88	 ﾠBuckley	 ﾠC	 ﾠ&	 ﾠFawcett	 ﾠH,	 ﾠFashioning	 ﾠthe	 ﾠFeminine:	 ﾠRepresentation	 ﾠand	 ﾠWomen’s	 ﾠFashion	 ﾠfrom	 ﾠthe	 ﾠFin	 ﾠ
de	 ﾠSiècle	 ﾠto	 ﾠthe	 ﾠPresent,	 ﾠI.	 ﾠB	 ﾠTauris,	 ﾠLondon	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ2002,	 ﾠp.16	 ﾠ
89	 ﾠBuckley	 ﾠ&	 ﾠFawcett,	 ﾠp.35	 ﾠ
90	 ﾠPritchard	 ﾠMrs	 ﾠE,	 ﾠThe	 ﾠCult	 ﾠof	 ﾠChiffon,	 ﾠGrant	 ﾠRichards,	 ﾠLondon,	 ﾠ1902	 ﾠ
91	 ﾠSee	 ﾠChapter	 ﾠ4	 ﾠconcerning	 ﾠevening	 ﾠdress	 ﾠwith	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠgarments	 ﾠand	 ﾠevidence	 ﾠrelating	 ﾠto	 ﾠthis.	 ﾠ
92	 ﾠAdamson	 ﾠG,	 ﾠ‘The	 ﾠcase	 ﾠof	 ﾠthe	 ﾠmissing	 ﾠfootstool:	 ﾠReading	 ﾠthe	 ﾠabsent	 ﾠobject’	 ﾠin	 ﾠHarvey	 ﾠK	 ﾠ(Ed),	 ﾠHistory	 ﾠ
and	 ﾠMaterial	 ﾠCulture,	 ﾠRoutledge,	 ﾠAbingdon,	 ﾠ2009,	 ﾠp.192	 ﾠ	 ﾠ
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John Redfern Alexandra as Princess of Wales was to exhibit a sense of style that 
was far more daring than her customary daywear.  Appropriating sporting dress 
into the everyday suited both her lifestyle and her body shape and is arguably 
one of the most defining elements of her appearance.  The accounts and the 
garments themselves demonstrate that she was not afraid to deviate from 
favoured establishments, a number of tailors featuring in ledgers and warrant 
holders records over the decades of her public life.  Whilst the style may have 
been updated year on year, the basic elements remained fixed – the plain 
unembellished skirt, the form fitting jacket – through her years as Princess of 
Wales and Queen Consort. 
 
Whilst she rejected the literal concept of uniform, Alexandra nonetheless 
embraced elements of it in certain contexts.  Her cream Vernon tailored 
costumes worn on board the Royal Yachts were an echo of those early yachting 
garments that Redfern had designed for her decades earlier.  The hints of naval 
tradition that were bound up in the designs were recurring details. 
 
At the same time, it was not Alexandra’s intention to appear masculinised.  
Indeed the accentuation of her figure within her tailored wear must surely have 
emphasised her femininity especially alongside the ever increasing girth of her 
husband – hers was the silhouette of restraint and control where arguably his 
was one of excess and greed.  She wore formerly masculine garments in a 
feminine fashion and formerly masculine fabrics in newly feminised patterns to 
fashion her own female sporting body.  Whilst elements of her tailored garments 
thus hinted towards the male her clothed body was undoubtedly female.  As 
Entwistle has observed: ‘Practices of dress evoke the sexed body, drawing 
attention to bodily differences between men and women that might otherwise be 
obscured.’
93  Alexandra did not want to obscure her body or confuse the observer 
with her tailored dress. 
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 ﾠEntwistle,	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John Redfern proved to be central to this royal sporting body and his association 
with the Princess of Wales was perhaps his most significant client relationship.  
Alexandra’s loyalty prevailed so that she continued to order smaller items from 
the establishment even when the majority of her tailoring was being sourced 
elsewhere by the 1890s.  But why did she move on when Redfern’s popularity 
was still assured by this date?  I would suggest that it was his continued success 
that prompted Alexandra to take her patronage elsewhere.  Other sources have 
already hinted at Alexandra’s desire to appear in clothing that was different to 
that worn by the ‘London Ladies’ as she called them.
94 This may well have been 
the same determination that saw the young Princess of Wales appropriate 
sporting dress for the everyday; another example of placing some distance 
between herself and her peers through a variation of sartorial norms.  Thus as 
Redfern’s star reached its zenith so Alexandra quietly began to order from the 
lesser known firm of Vernon whose fine serge jackets are now the sole survivors 
of Alexandra’s tailored wardrobe.  Within the confines and the codified, strictly 
gendered etiquette of the British upper classes, Alexandra’s approach to the art 
of tailoring is then a display of her own agency arguably more apparent here than 
in any other aspect of her dress. 
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94	 ﾠSee	 ﾠChapter	 ﾠ1	 ﾠon	 ﾠCeremonial	 ﾠDress	 ﾠfor	 ﾠa	 ﾠmore	 ﾠdetailed	 ﾠanalysis	 ﾠof	 ﾠAlexandra’s	 ﾠcoronation	 ﾠgown	 ﾠ
and	 ﾠher	 ﾠreasons	 ﾠfor	 ﾠits	 ﾠIndian	 ﾠmanufacture.	 ﾠ	 ﾠSee	 ﾠalso	 ﾠChapter	 ﾠ4	 ﾠon	 ﾠEvening	 ﾠDress	 ﾠin	 ﾠwhich	 ﾠLady	 ﾠ
Antrim	 ﾠrecalled	 ﾠAlexandra’s	 ﾠdetermination	 ﾠto	 ﾠappear	 ﾠin	 ﾠwhite	 ﾠat	 ﾠa	 ﾠball	 ﾠfor	 ﾠwhich	 ﾠall	 ﾠof	 ﾠthe	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 ﾠ
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 ﾠarrived	 ﾠin	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Chapter 4 
‘Gold and Silver by Night’
1 Alexandra and her Choices in Evening Dress 
 
Cecil Beaton in his book, The Glass of Fashion – part fashion critique, part 
memoir – recorded his memories of Queen Alexandra during her years as 
consort.  During that first decade of the twentieth century, Beaton’s assessment 
of her appearance ran thus:  
During her husband King Edward’s reign she would wear spangled or 
jewelled and beaded embroidered coats in the daytime, an innovation 
which has now become an accepted royal habit.  These were clothes 
which most women would have worn at night, but the fact that she 
wore them during the day removed her from reality and only helped 
to increase the aura of distance that one associates with the court.’
2  
 
Norman Hartnell described her day dress as ‘often over-elaborate’ whilst 
conceding that she ‘looked magnificent in Court dress.
3 
 
These observations of a mid twentieth century designer highlight an important 
decade, the years between 1901 and 1910, in Alexandra’s royal career, but also 
conversely, her last.
4  The objects that mark this decade of her life are numerous, 
but by far the largest grouping of all the objects to have survived is 17 evening 
dresses in different locations around the world.  Alongside the wardrobe 
accounts, these garments offer the chance of a more comprehensive analysis of 
this later period. 
 
This chapter will take these objects of Edwardian opulence and analyse their 
place in Alexandra’s sartorial biography alongside similar objects from earlier 
decades.  A cautionary note must be observed: whilst the garments form the 
largest single group of objects in this project, they are yet a small proportion of 
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1	 ﾠIn	 ﾠher	 ﾠ1922	 ﾠautobiography,	 ﾠMargot	 ﾠAsquith	 ﾠrecalled	 ﾠQueen	 ﾠAlexandra’s	 ﾠability	 ﾠto	 ﾠdress	 ﾠwell:	 ﾠ
‘whether	 ﾠin	 ﾠgold	 ﾠand	 ﾠsilver	 ﾠby	 ﾠnight	 ﾠor	 ﾠin	 ﾠviolet	 ﾠvelvet	 ﾠby	 ﾠday.’	 ﾠAsquith	 ﾠM,	 ﾠAutobiography,	 ﾠT.	 ﾠ
Butterworth,	 ﾠLondon,	 ﾠ1922,	 ﾠVol	 ﾠII,	 ﾠp.128	 ﾠ
2	 ﾠBeaton	 ﾠC,	 ﾠThe	 ﾠGlass	 ﾠof	 ﾠFashion,	 ﾠWeidenfield	 ﾠ&	 ﾠNicolson,	 ﾠLondon,	 ﾠ1954,	 ﾠ	 ﾠ
3	 ﾠHartnell	 ﾠN,	 ﾠRoyal	 ﾠCourts	 ﾠof	 ﾠFashion,	 ﾠCassell	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1971,	 ﾠp.179	 ﾠ
4	 ﾠLife	 ﾠas	 ﾠa	 ﾠwidow	 ﾠafter	 ﾠ1910	 ﾠsaw	 ﾠthe	 ﾠDowager	 ﾠQueen	 ﾠretreat	 ﾠalmost	 ﾠcompletely	 ﾠfrom	 ﾠpublic	 ﾠlife,	 ﾠ
punctuated	 ﾠby	 ﾠthe	 ﾠoccasional	 ﾠfamily	 ﾠor	 ﾠpublic	 ﾠgathering.	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 135	 ﾠ
what would have been a much more extensive whole.  There is very little 
daywear to either support or refute the claims that the Queen had indeed 
removed herself from the dressed realities of her contemporaries by day 
although the abundance of photographic evidence goes some way to redressing 
the balance.  In many aspects, such a large survival is a distortion of Alexandra’s 
patterns of consumption.  A glance at any one of the pages of the wardrobe 
accounts for this period reveals the much larger proportion of everyday garments 
ordered from tailors, outfitters, bootmakers, and milliners.  Having accepted 
these observations from the outset, however, the extant garments that fall into 
the category of evening dress can allow a wider and more detailed interrogation 
of key areas. 
 
This chapter will address three principal questions.  What did Alexandra wear 
and what influenced her decisions when choosing evening gowns?  How did 
Alexandra manage her public persona through evening dress at the many 
functions she attended given her apparent sartorial simplicity at other times of 
day?  As Queen was she really ‘removed from reality’?  As suggested above, the 
catalyst for these questions originates from the objects that have survived.  There 
is though, a much broader range of evidence that facilitates a better 
understanding of this section including wardrobe accounts, contemporary 
newspaper reports, memoirs and photographs. 
 
In a chapter that will deal primarily with evening dress and clothing worn in 
‘public’ it is necessary to contextualise the use of these objects.  As such the 
chapter will begin with a brief account of the etiquette of public dressing, 
including the changes of dress for different activities and times of day.  What 
made evening dress different?  What in fact constituted ‘evening dress’ from 
Alexandra’s perspective when an evening might mean a concert, the opera, 	 ﾠ
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dinner or a dance?    Definition is key to understanding the functionality of these 
garments under the public gaze.
5 
 
In order to assess some of the influences that guided Alexandra’s choices in 
evening dress, a significant proportion of the chapter will take a chronological 
approach, highlighting the sartorial decisions taken by the Princess of Wales and 
Queen Consort throughout her royal career.  How this approach and therefore 
her appearance evolved over time will cast some clarity upon the reasons for 
change.  This will include notions of image, status, age and majesty and will 
examine how Alexandra may have used the visibility of evening dress in its most 
public sense to transmit such notions to observers.  
 
Through contrasting the garments Alexandra wore for evening functions in 
opposition to those she chose to wear during the day, the chapter will move on to 
consider how Alexandra managed the practicalities of evening wear and the 
persona she arguably created for these public occasions.  This section will 
explore whether the princess used evening dress as a barrier, masking the 
private person behind a public gown.  Was her evening wear based upon public 
duty rather than personal taste?  The schedule under which the Princess 
operated during the London Season meant that evenings often consisted of more 
than one venue of differing sorts of entertainment.  This would consist of careful 
logistical planning, including the negotiation of appropriate dress for each 
location.  Arguably there were degrees of formality warranting a more detailed 
analysis of public versus private here. 
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5	 ﾠBonnie	 ﾠSmith	 ﾠdealt	 ﾠwith	 ﾠthe	 ﾠsignificance	 ﾠof	 ﾠdress	 ﾠrather	 ﾠdismissively	 ﾠin	 ﾠher	 ﾠotherwise	 ﾠfascinating	 ﾠ
volume	 ﾠlooking	 ﾠat	 ﾠthe	 ﾠlives	 ﾠof	 ﾠbourgeois	 ﾠwomen	 ﾠin	 ﾠNorthern	 ﾠFrance	 ﾠin	 ﾠthe	 ﾠ19th	 ﾠcentury.	 ﾠ	 ﾠShe	 ﾠasserts	 ﾠ
that	 ﾠthe	 ﾠ‘sum	 ﾠof	 ﾠall	 ﾠgarments	 ﾠtestified	 ﾠto	 ﾠfemale	 ﾠimprisonment’	 ﾠbut	 ﾠthis	 ﾠis	 ﾠto	 ﾠdeny	 ﾠcompletely	 ﾠthe	 ﾠ
agency	 ﾠthat	 ﾠwomen	 ﾠdemonstrated	 ﾠand	 ﾠthe	 ﾠcontrol	 ﾠthey	 ﾠtook	 ﾠover	 ﾠtheir	 ﾠappearance.	 ﾠ	 ﾠThis	 ﾠchapter	 ﾠ
demonstrates	 ﾠsuch	 ﾠcontrol	 ﾠand	 ﾠits	 ﾠcentrality	 ﾠto	 ﾠa	 ﾠpublic	 ﾠlife	 ﾠsuch	 ﾠas	 ﾠAlexandra’s.	 ﾠ	 ﾠSee	 ﾠSmith	 ﾠB,	 ﾠ‘Ladies	 ﾠ
of	 ﾠthe	 ﾠLeisure	 ﾠClass	 ﾠ–	 ﾠThe	 ﾠBourgeoises	 ﾠof	 ﾠNorthern	 ﾠFrance	 ﾠin	 ﾠthe	 ﾠNineteenth	 ﾠCentury,	 ﾠPrinceton	 ﾠ
University	 ﾠPress,	 ﾠNew	 ﾠJersey,	 ﾠ1981,	 ﾠp.80.	 ﾠ	 ﾠ
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Finally the chapter will attempt to unpick Beaton’s assertion that during her years 
as Consort, Queen Alexandra removed herself from reality creating distance 
between herself and the general public, dressing in a manner considered 
inappropriate to the time of day; in fact by wearing elements normally defined as 
evening wear.  It will explore the final years of her life and the sartorial decisions 
she made as a much older woman in an attempt to uncover what, by this time, 
her realities really were.  
 
Definitions 
Dress has long been bound by rules that demarcate appropriate garments for 
different times of day.  The observance of these rules and what it meant in 
practice for those adhering to them has been explored in some detail in recent 
exhibitions, highlighting the role of fashionable dress in following these societal 
dictates.
6  Molly Sorkin, curator of an exhibition at FIT, New York describes the 
ever-changing rules governing changes of dress: ‘Sometimes they operate as a 
flexible set of guidelines, at other times as strictly observed etiquette that is 
continually reinforced in the fashion press.’
7  The second half of the 19
th century 
fell within the latter category, bound as it was by a rigid code of dress, the 
nuances of which required careful negotiation.  A single volume of The Queen, 
bound to contain six months worth of the weekly periodical dating from 1882, 
contains regular illustrations of the different degrees of evening dress, that 
include dinner dress, reception dress, home dinner toilette, evening demi-toilette, 
concert toilette, evening dress and ball dress.
8  In practical terms the differences 
were based around sleeve length, neckline and ornamentation and the variations 
of these determined the type of occasion attended.  Contemporary etiquette 
books advised down to the last detail, the exact degree of variation expected, 
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6	 ﾠNight	 ﾠ&	 ﾠDay,	 ﾠThe	 ﾠFashion	 ﾠand	 ﾠTextile	 ﾠGallery	 ﾠin	 ﾠThe	 ﾠMuseum	 ﾠat	 ﾠFIT,	 ﾠNew	 ﾠYork,	 ﾠDecember	 ﾠ3	 ﾠ2009-ﾭ‐
May	 ﾠ11	 ﾠ2010	 ﾠand	 ﾠDressing	 ﾠUp,	 ﾠDressing	 ﾠDown,	 ﾠThe	 ﾠNational	 ﾠTrust,	 ﾠKillerton	 ﾠHouse,	 ﾠDevon,	 ﾠFebruary	 ﾠ–	 ﾠ
October	 ﾠ2011.	 ﾠ
7	 ﾠSorkin	 ﾠM,	 ﾠNight	 ﾠ&	 ﾠDay,	 ﾠbrochure	 ﾠto	 ﾠaccompany	 ﾠexhibition.	 ﾠ
8	 ﾠThe	 ﾠQueen,	 ﾠLady’s	 ﾠNewspaper	 ﾠand	 ﾠCourt	 ﾠChronicle,	 ﾠJanuary-ﾭ‐June	 ﾠ1882	 ﾠ	 ﾠ
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although it might be argued that these instructional manuals operated as an 
aspirational guide to those unfamiliar with certain social expectations.
9 
 
One such manual from the mid-19
th century stresses from the outset: ‘Let your 
style of dress always be appropriate to the hour of the day.  To dress too finely in 
the morning, or to be seen in a morning dress in the evening, is equally vulgar 
and out of place.’
10  Advice pertaining to evening dress is given with a cautionary 
word: ‘With respect to ball-room toilette, its fashions are so variable that 
statements which are true of it today may be false a month hence.’
11  This 
continued to apply for the decades to follow, causing the popular weekly 
periodicals to regularly update their illustrations and advice to their readers.  
Generally however, an elbow length sleeve and higher neckline denoted the 
transition from day to evening and was suitable for dinner dress, a reception or 
home dinner garment was similar but less ornamented, concert dress too was 
expected to consist of long or elbow length sleeves and higher neckline but might 
demonstrate a higher degree of ornamentation and full evening and ball dress 
featured a low décolletage and were either sleeveless or short sleeved. The 
different degrees of variation between these general expectations were 
described in publications such as The Queen and The Ladies Realm, alongside 
detailed descriptions of the entertainments to which they would be worn.  In April 
1897, The Queen fills one and a half pages with those society happenings worthy 
of note.  A Mrs Tennant gave: ‘a pleasant dinner followed by an evening party at 
her house in Richmond Terrace’.  The following list of guests present included 
the female dress in each instance: ‘Lady Conway in a yellow brocade gown with 
Watteau pleat and ivy leaves in her hair; Miss Green in brightest red chiffon over 
silk with a gold waistband; Mrs and Miss Channing in pink moiré; Lady Seymour 
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9	 ﾠIt	 ﾠis	 ﾠnot	 ﾠeasy	 ﾠto	 ﾠascertain	 ﾠwho	 ﾠwas	 ﾠreading	 ﾠetiquette	 ﾠmanuals.	 ﾠ	 ﾠThey	 ﾠmay	 ﾠindeed	 ﾠhave	 ﾠbeen	 ﾠread	 ﾠby	 ﾠ
the	 ﾠup	 ﾠand	 ﾠcoming	 ﾠmiddle	 ﾠclass	 ﾠwoman	 ﾠfearful	 ﾠof	 ﾠmaking	 ﾠa	 ﾠsocial	 ﾠfaux	 ﾠpas.	 ﾠ	 ﾠThey	 ﾠwere	 ﾠperhaps	 ﾠuseful	 ﾠ
volumes	 ﾠfor	 ﾠa	 ﾠlady’s	 ﾠmaid	 ﾠto	 ﾠensure	 ﾠthat	 ﾠtheir	 ﾠmistresses	 ﾠwere	 ﾠappropriately	 ﾠattired	 ﾠat	 ﾠall	 ﾠtimes	 ﾠor	 ﾠ
they	 ﾠwere	 ﾠperhaps	 ﾠstudied	 ﾠby	 ﾠthe	 ﾠupper	 ﾠclass	 ﾠladies	 ﾠwhose	 ﾠevery	 ﾠsocial	 ﾠmove	 ﾠthey	 ﾠexpected	 ﾠto	 ﾠbe	 ﾠ
scrutinised.	 ﾠ	 ﾠ	 ﾠHowever,	 ﾠwhat	 ﾠthey	 ﾠdo	 ﾠdemonstrate	 ﾠis	 ﾠthe	 ﾠimportance	 ﾠattached	 ﾠto	 ﾠappropriate	 ﾠevening	 ﾠ
attire	 ﾠfor	 ﾠthose	 ﾠwomen	 ﾠwhose	 ﾠsocial	 ﾠposition	 ﾠrequired	 ﾠtheir	 ﾠattention	 ﾠto	 ﾠsuch	 ﾠdetails.	 ﾠ
10	 ﾠAnonymous,	 ﾠRoutledge’s	 ﾠManual	 ﾠof	 ﾠEtiquette,	 ﾠRoutledge,	 ﾠLondon,	 ﾠ1860	 ﾠ
11	 ﾠRoutledge’s	 ﾠManual	 ﾠof	 ﾠEtiquette,	 ﾠp.12	 ﾠ	 ﾠ
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in black velvet and diamonds; Mrs Strachey in pale yellow, wearing some pretty 
old jewels.’
12  This account alone was only one of many in this issue and one of 
hundreds featured in the periodical over the course of the season each year. 
 
Influences 
The summer of 1863 breathed new life into the London Season with the 
establishment of the new Prince and Princess of Wales at Marlborough House.
13  
Alexandra’s first grand function took place at the Guildhall.  This magnificent ball 
was held by the London Corporation, the purpose of which was to present the 
Prince of Wales with the Freedom of London.  In truth it was the first time that 
London Society was able to assess the new Princess and for the most part they 
were delighted.  They unveiled a vast illuminated picture of her old Danish home 
in her honour.  One contemporary writer summed up the response: ‘No wonder 
that the worthy Aldermen flopped themselves about in an agony of delight and 
basked in the Princess’s smiles like their own turtles in the sun.’
14  Of this early 
and significant appearance, The Times reported: 
 
The [Princess] wore a rich but simple white dress, with the coronet and 
brooch of diamonds given her by her Royal husband, but with the superb 
City necklace of brilliants. Her hair was turned back from her forehead, in 
the style with which her portraits have made us all so familiar, setting off her 
fair young features and fine expressive, intellectual forehead to the utmost 
advantage. She looked if possible even younger than on her marriage day-
quite girlish, in fact, in her simple white attire.
15 
 
Other similar accounts record Alexandra’s first sartorial decisions at these most 
conspicuous of evenings.  In them all she chose white.
16 (Fig. 4.1)  Winterhalter’s 
portrait of the Princess of Wales a year after her marriage sits neatly alongside 
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12	 ﾠThe	 ﾠQueen	 ﾠThe	 ﾠLady’s	 ﾠNewspaper	 ﾠand	 ﾠCourt	 ﾠChronicle,	 ﾠSaturday	 ﾠApril	 ﾠ17	 ﾠ1897,	 ﾠp.755	 ﾠ
13	 ﾠAccounts	 ﾠsuggest	 ﾠthat	 ﾠthe	 ﾠSeason	 ﾠhad	 ﾠlanguished	 ﾠfor	 ﾠsome	 ﾠyears	 ﾠowing	 ﾠto	 ﾠQueen	 ﾠVictoria’s	 ﾠ
indifference	 ﾠto	 ﾠthe	 ﾠsocial	 ﾠscene	 ﾠfollowed	 ﾠby	 ﾠthe	 ﾠdeath	 ﾠof	 ﾠher	 ﾠhusband	 ﾠin	 ﾠ1861.	 ﾠ
14	 ﾠCited	 ﾠin	 ﾠTisdall	 ﾠE.E.P,	 ﾠUnpredictable	 ﾠQueen,	 ﾠStanley	 ﾠPaul	 ﾠ&	 ﾠCo	 ﾠLtd,	 ﾠLondon,	 ﾠ1953,	 ﾠp.58	 ﾠ
15	 ﾠThe	 ﾠTimes,	 ﾠJune	 ﾠ9	 ﾠ1863,	 ﾠp.10c	 ﾠ
16	 ﾠLower	 ﾠdown	 ﾠthe	 ﾠsocial	 ﾠscale	 ﾠit	 ﾠwas	 ﾠcommon	 ﾠfor	 ﾠwomen	 ﾠto	 ﾠrecycle	 ﾠtheir	 ﾠwedding	 ﾠdresses,	 ﾠoften	 ﾠa	 ﾠ
coloured	 ﾠdress	 ﾠsubsequently	 ﾠworn	 ﾠas	 ﾠSunday	 ﾠbest.	 ﾠ	 ﾠFor	 ﾠwomen	 ﾠof	 ﾠthe	 ﾠupper	 ﾠclasses	 ﾠwedding	 ﾠdresses	 ﾠ
were	 ﾠoften	 ﾠremodelled	 ﾠand	 ﾠworn	 ﾠto	 ﾠballs	 ﾠafter	 ﾠthe	 ﾠoccasion	 ﾠin	 ﾠrecognition	 ﾠof	 ﾠthe	 ﾠevent.	 ﾠ	 ﾠ
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Lady Knightley’s assessment of the princess, a splash of blue silk the only 
colourful concession to the plain white of her evening dress, two curls falling 
either side of her neck and her pale face and shoulders merging into her 
décolletage.
17  It is a composition suggestive of purity and obvious youth.  
Another portrait by Lauchert commissioned by Queen Victoria after the 
announcement of the couple’s engagement is a record of the Queen’s vision of 
her new daughter-in-law. (Fig. 4.2) The construction of the dress is that of a 
contemporary evening gown, but one utterly lacking in adornment of any kind.  It 
is indicative of the Queen’s wish that through simple dress and sober ways, 
Alexandra might prove to be a calming influence upon her wayward son.  
Certainly during the first London Season, reports of the Princess of Wales’ 
evening attire subscribes to those edicts laid out by her mother-in-law although 
the frequency with which the young couple appeared in public worried Victoria.  
She wrote to her eldest daughter the Princess Royal: ‘I fear Bertie and she will 
soon be nothing but two puppets running about for show all day and night.’
18 
 
There is little existing material culture from the early years of her marriage.  Two 
evening dresses that have survived are not white, but would most certainly have 
met with the approval of Alexandra’s mother-in-law.  Both garments bear the 
label of Mme Elise and both are a vibrant red tartan.  The earlier of the two dates 
to c1863
19 and possibly formed part of Alexandra’s trousseau for her first visits to 
Balmoral.  The second is remarkably similar in its detailing – both white skirts 
trimmed with red silk piping with the overskirt of tartan (Fig 4.3) – but dates to 
c.1870.
20  The tartan may refer to the Royal Stewart pattern, appropriated by 
Prince Albert and therefore Queen Victoria’s tartan of choice.  Since Edward and 
Alexandra spent part of every year at their Scottish residence, Abergeldie, it is 
entirely feasible that these gowns were worn to one of the evening 
entertainments whilst in the Highlands.  In August 1863 the Glasgow Herald 
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17	 ﾠSee	 ﾠChapter	 ﾠ1	 ﾠfor	 ﾠLady	 ﾠKnightley’s	 ﾠbrusque	 ﾠassessment	 ﾠof	 ﾠAlexandra’s	 ﾠappearance.	 ﾠ
18Fulford	 ﾠR	 ﾠ(ed),	 ﾠDearest	 ﾠMama,	 ﾠLetters	 ﾠBetween	 ﾠQueen	 ﾠVictoria	 ﾠand	 ﾠthe	 ﾠPrincess	 ﾠRoyal	 ﾠ1861-ﾭ‐64,	 ﾠEvans	 ﾠ
Brothers	 ﾠLtd,	 ﾠ1968,	 ﾠp.236	 ﾠ
19	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠToronto,	 ﾠaccession	 ﾠnumber	 ﾠ942.12.1.A-ﾭ‐E	 ﾠ
20	 ﾠThe	 ﾠFashion	 ﾠMuseum,	 ﾠBath,	 ﾠaccession	 ﾠnumber	 ﾠBATMC1.17.10A-ﾭ‐D	 ﾠ	 ﾠ
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reported that: ‘The Princess wore a Victoria tartan dress’ to the Braemar Games 
and so it seems entirely feasible that she would have taken the Scottish sartorial 
theme into the evening.
21  Their similarity spread over almost a decade is 
suggestive of a uniform:  of a mode of dress that would have been anticipated by 
either Queen Victoria or the local population during their stay.  This in itself is 
illuminating.  It is perhaps illustrative of Alexandra’s choices of evening dress 
determined by specific social factors.  Influenced by Queen Victoria whose 
romanticised relationship with the Highlands was well publicised, Alexandra 
ensured that her evening attire subscribed to Victoria’s partiality, if not her own.  
 
By the early 1870s, the Princess of Wales had become more secure in her 
choice of colour in dress.  Although there are no known surviving gowns of hers 
dating to this period,
22 it is possible through a careful analysis of Court Circular 
reports in publications such as The Times and The Queen – The Lady’s 
Newspaper and Court Chronicle to make some reasonably comprehensive 
observations about the Princess of Wales’ appearance at evening functions.
23  
Descriptions show that she had begun to wear stronger colours, particularly in 
evening wear, by the late 1860s into the 1870s.  On February 9 1870, Alexandra 
attended the Honourable Artillery Company’s ball wearing: ‘a dress of blue tulle 
covered with rich lace and looped up with white roses and a head-dress and 
necklet of diamonds on blue satin...’
24.  On March 22 of the same year: ‘Her 
Royal Highness the Princess of Wales wore a train of green satin covered with 
fine Irish lace and a petticoat of rich green silk, trimmed with plaitings of tulle and 
satin and a flounce of Irish lace looped with bouquets of stephanotis.’
25  C. Willett 
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21	 ﾠThe	 ﾠGlasgow	 ﾠHerald,	 ﾠAugust	 ﾠ31	 ﾠ1863,	 ﾠIssue	 ﾠ7376,	 ﾠp.4a	 ﾠ
22	 ﾠThanks	 ﾠto	 ﾠthe	 ﾠrelatively	 ﾠrecent	 ﾠpractice	 ﾠof	 ﾠuploading	 ﾠcollection	 ﾠimages	 ﾠonto	 ﾠmuseum	 ﾠwebsites,	 ﾠit	 ﾠis	 ﾠ
possible	 ﾠto	 ﾠlook	 ﾠin	 ﾠsome	 ﾠdetail	 ﾠat	 ﾠsurviving	 ﾠgarments	 ﾠof	 ﾠthe	 ﾠperiod.	 ﾠ	 ﾠInstitutions	 ﾠsuch	 ﾠas	 ﾠthe	 ﾠVictoria	 ﾠ&	 ﾠ
Albert	 ﾠMuseum,	 ﾠthe	 ﾠBowes	 ﾠMuseum,	 ﾠthe	 ﾠMuseum	 ﾠof	 ﾠLondon,	 ﾠthe	 ﾠFashion	 ﾠMuseum,	 ﾠBath,	 ﾠManchester	 ﾠ
Galleries	 ﾠto	 ﾠname	 ﾠa	 ﾠfew	 ﾠin	 ﾠthe	 ﾠUK	 ﾠall	 ﾠhave	 ﾠthe	 ﾠfacility	 ﾠto	 ﾠsearch	 ﾠreserve	 ﾠcollections	 ﾠfor	 ﾠclear	 ﾠimages	 ﾠof	 ﾠ
related	 ﾠobjects.	 ﾠ
23	 ﾠThe	 ﾠsum	 ﾠof	 ﾠthese	 ﾠobservations	 ﾠare	 ﾠrecorded	 ﾠas	 ﾠpart	 ﾠof	 ﾠAppendix	 ﾠ6	 ﾠin	 ﾠwhich	 ﾠa	 ﾠrange	 ﾠof	 ﾠoccasions	 ﾠ
and	 ﾠgowns	 ﾠare	 ﾠdescribed	 ﾠacross	 ﾠa	 ﾠtwenty	 ﾠyear	 ﾠperiod,	 ﾠnamely	 ﾠthose	 ﾠyears	 ﾠfor	 ﾠwhich	 ﾠthere	 ﾠare	 ﾠno	 ﾠ
surviving	 ﾠobjects.	 ﾠ
24	 ﾠThe	 ﾠTimes,	 ﾠFebruary	 ﾠ9	 ﾠ1870	 ﾠ
25	 ﾠThe	 ﾠTimes,	 ﾠMarch	 ﾠ22	 ﾠ1870	 ﾠ	 ﾠ
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Cunnington’s comprehensive survey of women’s dress in the 19th century 
confirms this fashionably eclectic approach to colour during this period: ‘It is 
perhaps in their colours that the dresses of the ‘70s are most striking to the eye; 
the monochrome has vanished and the blend of tones now produce the effect of 
a picture – sometimes even the appearance of stage costumes.’
26 
 
Throughout the 1870s Alexandra’s palette of choice for evening and state dress 
was comprehensive, including crimson, primrose, brown, rose, ecru, black, blue, 
green and violet.
27 Table 1 is illustrative of the full range of Alexandra’s colour 
choices as reported to the general public during this period.  Cunnington’s 
volume reveals that this broad range of hues was in line with prevailing trends 
suggesting that the young Princess’s evening choices were, if not fashion 
forward, at least in vogue.
28 Such a shared awareness of her public figure during 
this time may explain the broad variety of colour exhibited in her evening dress, 
offering to those in the role of observer an ever changing assortment of colour.  A 
broad range of different colours in textiles was not unusual as Philip Sykas 
established in his analysis of textile pattern books. This ‘dense body of visual 
evidence’ supports the rich variety described amongst Alexandra’s evening wear 
of a similar period. 
29  White or cream remained a firm favourite, appearing in 31 
descriptions during the period.  Placed into a biographical context, this choice 
bears some interrogation.  By the late 1860s and into the 1870s, Edward had 
proved to be a far from predictable husband.  From his name appearing in a high 
profile divorce case and facing criticism for his profligate lifestyle to a colourful 
host of mistresses in between, Edward’s reputation was far from exemplary.  
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 ﾠC.	 ﾠWillett	 ﾠCunnington,	 ﾠEnglish	 ﾠWomen’s	 ﾠClothing	 ﾠin	 ﾠthe	 ﾠNineteenth	 ﾠCentury,	 ﾠDover	 ﾠPublications	 ﾠInc	 ﾠ
reprint,	 ﾠNew	 ﾠYork,	 ﾠ1990,	 ﾠp.254	 ﾠ
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 ﾠSee	 ﾠAppendix	 ﾠ6	 ﾠfor	 ﾠa	 ﾠlist	 ﾠof	 ﾠdescriptions	 ﾠfrom	 ﾠThe	 ﾠTimes.	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28	 ﾠCunnington,	 ﾠ1990,	 ﾠChapter	 ﾠ8,	 ﾠwhich	 ﾠcovers	 ﾠthe	 ﾠ1870s,	 ﾠtakes	 ﾠa	 ﾠyear	 ﾠby	 ﾠyear	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 ﾠof	 ﾠdress	 ﾠin	 ﾠall	 ﾠof	 ﾠ
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 ﾠmaterials,	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 ﾠwide	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 ﾠ
contemporary	 ﾠsources.	 ﾠ	 ﾠUnfortunately	 ﾠthe	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 ﾠof	 ﾠthese	 ﾠsources	 ﾠare	 ﾠnot	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 ﾠThe	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 ﾠarguably	 ﾠthe	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 ﾠpeak,	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 ﾠ
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 ﾠso	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 ﾠP,	 ﾠ‘Abundant	 ﾠimages	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 ﾠreading	 ﾠtextile	 ﾠpattern	 ﾠbooks	 ﾠin	 ﾠHayward	 ﾠM	 ﾠ&	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 ﾠE	 ﾠ
(Eds),	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 ﾠObject-ﾭ‐based	 ﾠResearch,	 ﾠ
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In 1870 Edward became embroiled in the divorce of Sir Charles Mordaunt from 
his young wife.  Two of the Prince’s friends were named as co-respondents and 
he himself received a subpœna to appear as a witness at the trial owing to the 
discovery of letters he had written to Lady Mordaunt.  He appeared in the witness 
box for a total of seven minutes but his reputation had been damaged.
30  A year 
later Reynolds’ Newspaper which enjoyed the largest circulation of any 
newspaper in the world at that time reported that through his gambling, Edward 
was: ‘staking his gold upon the chances of a card or the roll of a ball – gold, be it 
remembered, that he obtained from the toil and sweat of the British working man, 
without himself producing the value of a halfpenny.’
31 In the May of 1877, Edward 
met the woman who was to become his first acknowledged mistress; the actress 
Lily Langtry.  Although tolerated by Alexandra the end of the 1870s marked this 
shift in their relationship following so many high profile troubles.	 ﾠ	 ﾠIn 1871, at the 
request of Queen Victoria, the Dean of Windsor had a ‘serious talk’ with the 
Prince of Wales, whom he reported was: ‘evidently deeply attached to the 
Princess, despite all the flattering attractions that beset him in Society: and the 
Dean hopes and believes that he will be more careful about her in future.  We 
shall see.’
32 Alexandra remained untainted by her husband’s indiscretions and 
retained her widespread popularity. Alexandra’s popularity particularly during this 
period derived from her dignified silence.  Hough writes: ‘She knew that to 
complain, publicly or privately, would inevitably lead to loss of dignity for herself 
as well as for Bertie and that there was nothing to do but bow to the inevitable.’
33 
Her appearance at these evening functions which would subsequently be 
described in detail in the press dressed in white may have been a deliberate 
attempt to demonstrate her purity and innocence in opposition to reports of 
Edward’s private life.  This, in contrast to the popular images of Lily Langtry 
which began to circulate in line with her growing notoriety.  There are many 
images of Edward’s mistresses including the Countess of Warwick, Alice Keppel 
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 ﾠSee	 ﾠMagnus	 ﾠP,	 ﾠKing	 ﾠEdward	 ﾠthe	 ﾠSeventh,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1964,	 ﾠp.107.	 ﾠ
31	 ﾠQuoted	 ﾠin	 ﾠMagnus,	 ﾠp.113	 ﾠ
32	 ﾠQuoted	 ﾠin	 ﾠMagnus,	 ﾠp.112	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 ﾠHough	 ﾠR,	 ﾠEdward	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 ﾠLondon,	 ﾠ1992,	 ﾠp.173.	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and the nurse Agnes Keyser.  Pictures of Lily Langtry however, from the early 
1880s on include what would have amounted to suggestive attitudes for the 
period.  Mrs Langtry in a low décolletage gown, otherwise unadorned and 
reclining upon a sofa was one such image which may have influenced how 
Alexandra presented herself at this time. 
 
Colour  Frequency of 
wear 
Black  24 
Blue  22 
Brown  10 
Gold  12 
Green  14 
Pink  4 
Purple  11 
Red  9 
Silver/gray  18 
White/cream  31 
Yellow  10 
 
Table 1.  Colours of evening dress worn by Alexandra, Princess of Wales 
as reported in The Times from 1870-1890 
 
White may have been the most favoured colour during this period according to 
the evidence gleaned from printed reports but the press and subsequent 
biographers described her favourite colour as blue.  Sarah Tooley, an early 
biographer wrote: ‘Blue is her favourite colour and was much used for her 
dresses and bonnets at one time.’
34 The Queen similarly informed its readers that 
at a State Ball in 1875: ‘The Princess of Wales wore her favourite colour, blue; 
her dress was a pale shade of blue composed of satin, crepe, lisse and poult de 
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soie arranged with Brussels lace and ivy leaves, silk ruchings and blush roses 
and red roses; headdress of the same flowers and diamonds, diamond and pearl 
ornaments.’
35  It is possible that there was some sentimental attachment to her 
choice of blue.  Charlotte Nicklas, in her thesis exploring colour in fashion in the 
middle of the nineteenth century observes that certain colours were named after 
popular public figures.  Whilst she does not record a colour for Alexandra, there 
was a Dagmar Blue, named after the Princess’s younger sister.
36 There is no 
surviving evidence that Alexandra herself chose Dagmar blue for garments in her 
own wardrobe, but a synchronicity of colour choices between the sisters was to 
be an occasional feature of their relationship.
37  
 
Further evidence of her confident approach to strong colours in evening dress 
was exhibited by Alexandra in 1874 at the wedding of her brother-in-law Alfred 
Duke of Edinburgh, held in St Petersburg.  Alexandra stood next to her sister in a 
vibrant red evening gown.  The vividness was captured in a sketch made by the 
artist Nicholas Chevalier for his commission to paint a wedding portrait for Queen 
Victoria (Fig 4.4) The wedding was conducted first in the form of a traditional 
Russian ceremony followed by an English service and was an international state 
occasion.  That Alexandra chose to wear red rather than a paler shade that might 
have blended into the background is an early example of the penchant for visible 
evening dress she was to develop later.
38  Whilst not removing herself from 
reality, she was at least ensuring that her appearance was a striking example 
amongst so many guests.
39 
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unpublished	 ﾠPhD	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 ﾠUniversity	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A strong feature of Alexandra’s reported appearance during the 1870s and 1880s 
was the abundance of artificial flowers used to trim her evening gowns.  This in 
itself confirms her adherence to contemporary trends at this time.  Fashion plates 
of the period consistently depict evening gowns adorned with both flowers and 
foliage of many varieties and hues (Fig. 4.5) Anne Buck wrote in her study of 
Victorian dress that: ‘Trimmings were used with great lavishness in the dress of 
the 1870s...Evening dresses were trimmed with sprays of flowers in additions to 
their flounces of muslin, net or lace’.
40 Similarly, the descriptions of Alexandra 
cover all manner of nature’s adornment.  In May 1875, a typical example in The 
Times ran: ‘Her Royal Highness the Princess of Wales wore a dress and train of 
paille poult de soie richly embroidered in paille and nacre, with draperies of tulle 
embroidered to correspond; guerlandes of Marguerites, field daisies, buttercups 
and poppies.’
41  Not confined just to flowers, reports included currants, chestnuts 
and moss amongst the chosen trimmings.  At this stage in her royal career, far 
from removing herself from her peers, the Princess of Wales was clearly allying 
herself with popular developments in fashionable dress.
42  Where Queen Victoria 
had distanced herself from her subjects through her unremitting mourning attire, 
her daughter-in-law apparently sought to democratise her dress in a manner that 
was accessible both to those in attendance at the evening functions and those 
reading about it afterwards.   
 
Although this approach to the adornment of her evening dress was indicative of 
Alexandra’s burgeoning shrewdness and recognition of her popular appeal, there 
is another possible purpose to such trimming.  The codification of different 
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flowers into a means of communicating emotions had become immensely 
popular in the nineteenth century, most commonly known as ‘the language of 
flowers’.  A lavishly illustrated volume, The Language of Flowers, an Alphabet of 
Floral Emblems published in London in 1857 is a typical example.  The unnamed 
author concludes the introduction with the hope that: ‘under the guidance of this 
little volume many a bright nosegay may exchange hands, and tell, in its fitting 
and intelligible language, “a welcome message to fair lady’s ear.”’
43  The flower 
most favoured by Alexandra for the embellishment of her dresses during this 
period was by far the rose in a number of different shades.  The rose meant 
many different things dependent on position and colour, not least as one of the 
national symbols of her adopted country.  In the 1857 publication there are 39 
different possible meanings according to the variety, shade, degree of openness 
and position on the body.
44  Lacking the evidence to support Alexandra’s 
subscription to such codified elements in her evening dress, it is too problematic 
to ascribe meaning to those surviving descriptions.  The approach may well have 
been the more pragmatic one of toning trimmings to match the dress fabric with 
little or no heed paid to the supposed meanings attached to them.  Given the 
popularity of the pastime, however, the Princess must have been aware of the 
possibilities on some level. 
 
A leap forward to the 1890s and five surviving gowns make a significant addition 
to what is known about how Alexandra approached evening wear in her final 
years as Princess of Wales.  Although these objects are separated physically, 
stored in the collections of four different museums, studied collectively they make 
a valuable contribution.   
 
The most immediately apparent difference in Alexandra’s dresses of this period, 
compared to her earlier choices are the colour and the manufacture.  The 
evening dresses took on not only a different hue, but hailed from non-British 
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43	 ﾠAnon,	 ﾠThe	 ﾠLanguage	 ﾠof	 ﾠFlowers:	 ﾠan	 ﾠAlphabet	 ﾠof	 ﾠFloral	 ﾠEmblems,	 ﾠT.	 ﾠNelson	 ﾠ&	 ﾠSons,	 ﾠLondon,	 ﾠ1857,	 ﾠp.iv	 ﾠ
44	 ﾠAnon,	 ﾠThe	 ﾠLanguage	 ﾠof	 ﾠFlowers,	 ﾠpp.14-ﾭ‐15	 ﾠ	 ﾠ
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establishments.  In January 1892, Edward and Alexandra’s eldest son Eddy died 
shortly after his engagement to Princess May of Teck.
45  Alexandra was 
heartbroken, writing to her mother in Denmark: ‘I have buried my angel today and 
with him my happiness.’
46  Biographers acknowledged the Princess’s rejection of 
strong colours from this point forwards in her life: ‘she began a period of 
mourning that was to last for years.  Never again did she dress in the old, bright 
colours which had for so long been her hallmark.’
47  The contemporary 
biographer Sarah Tooley, published her book The Life of Queen Alexandra in 
1902, only a decade after Eddy’s death.  She too records: ‘of late years she has 
preferred silver, gray and pale shades of heliotrope.’
48  As Queen Victoria had 
mourned her beloved Albert for thirty years, so Alexandra’s grief manifested itself 
through her choice of dress.  Unlike Victoria though, Alexandra recognised that 
descent into unrelenting black would be an unpopular decision and wisely opted 
for the muted shades of half mourning.  The randomly surviving evening gowns 
from this date forwards, all, without exception, adhere to this palette and all are 
French.
49   
 
The Princess had bought clothes in Paris from the very beginning of her 
marriage.  A fascinating passage from a letter written by Edward to his mother in 
1872 describes their time in Paris: ‘You need not be afraid, dear Mama, that Alix 
will commit any extravagances with regard to dress, etc.  I have given her two 
simple ones, as they make them here better than in London; but if there is 
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45	 ﾠAfter	 ﾠEddy’s	 ﾠdeath,	 ﾠMay	 ﾠwas	 ﾠto	 ﾠbecome	 ﾠengaged	 ﾠand	 ﾠmarried	 ﾠto	 ﾠhis	 ﾠyounger	 ﾠbrother	 ﾠGeorge,	 ﾠthe	 ﾠ
future	 ﾠKing	 ﾠGeorge	 ﾠV	 ﾠand	 ﾠQueen	 ﾠMary.	 ﾠ
46	 ﾠQuoted	 ﾠin	 ﾠFisher	 ﾠG&H,	 ﾠBertie	 ﾠ&	 ﾠAlix:	 ﾠAnatomy	 ﾠof	 ﾠa	 ﾠRoyal	 ﾠMarriage,	 ﾠRobert	 ﾠHale	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1974,	 ﾠ
p.143	 ﾠ
47	 ﾠFisher	 ﾠG&H,	 ﾠp.143	 ﾠ
48	 ﾠTooley	 ﾠS,	 ﾠHodder	 ﾠ&	 ﾠStoughton,	 ﾠLondon,	 ﾠ1902,	 ﾠp.161	 ﾠ
49	 ﾠThere	 ﾠare	 ﾠten	 ﾠdresses	 ﾠwhich	 ﾠfall	 ﾠinto	 ﾠthis	 ﾠperiod	 ﾠthat	 ﾠhave	 ﾠsurvived.	 ﾠ	 ﾠFour	 ﾠare	 ﾠnow	 ﾠin	 ﾠthe	 ﾠ
Metropolitan	 ﾠMuseum	 ﾠof	 ﾠArt,	 ﾠNew	 ﾠYork	 ﾠand	 ﾠcomprise	 ﾠa	 ﾠmauve	 ﾠsequin	 ﾠgown	 ﾠby	 ﾠHenriette	 ﾠFavre	 ﾠ
(37.44.1),	 ﾠa	 ﾠsilver	 ﾠand	 ﾠblack	 ﾠtulle	 ﾠgown	 ﾠby	 ﾠMorin	 ﾠBlossier	 ﾠ(37.44.9a-ﾭ‐d),	 ﾠa	 ﾠyellow	 ﾠchiffon	 ﾠwith	 ﾠgold	 ﾠnet	 ﾠ
listed	 ﾠas	 ﾠFrench	 ﾠ(37.94)	 ﾠand	 ﾠa	 ﾠmauve	 ﾠchiffon	 ﾠalso	 ﾠlisted	 ﾠas	 ﾠFrench	 ﾠ(37.44.2a&b);	 ﾠthree	 ﾠare	 ﾠin	 ﾠthe	 ﾠ
collections	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠToronto	 ﾠconsisting	 ﾠof	 ﾠtwo	 ﾠsatin	 ﾠgowns	 ﾠby	 ﾠMorin	 ﾠBlossier	 ﾠ
(942.12.2	 ﾠ&	 ﾠ942.12.3.A-ﾭ‐B)	 ﾠand	 ﾠone	 ﾠblue	 ﾠchiffon	 ﾠdescribed	 ﾠas	 ﾠFrench	 ﾠ(942.12.4);	 ﾠone	 ﾠis	 ﾠheld	 ﾠat	 ﾠthe	 ﾠ
National	 ﾠMuseum	 ﾠin	 ﾠCopenhagan	 ﾠand	 ﾠis	 ﾠa	 ﾠgrey	 ﾠspangled	 ﾠchiffon	 ﾠgown	 ﾠby	 ﾠHenriette	 ﾠFavre	 ﾠ(3267-ﾭ‐
1956);	 ﾠone	 ﾠat	 ﾠThe	 ﾠFashion	 ﾠMuseum,	 ﾠBath	 ﾠin	 ﾠpurple	 ﾠchiffon	 ﾠby	 ﾠDouiellet	 ﾠ(BATMC	 ﾠ1.17.14)	 ﾠand	 ﾠanother	 ﾠ
in	 ﾠthe	 ﾠWar	 ﾠMuseum,	 ﾠOttawa	 ﾠof	 ﾠblack	 ﾠsilk	 ﾠand	 ﾠpale	 ﾠblue	 ﾠchiffon	 ﾠ(accession	 ﾠnumber	 ﾠnot	 ﾠknown).	 ﾠ	 ﾠ
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anything I dislike it is extravagant or outré dresses – at any rate in my wife.’
50  It 
is unlikely that Queen Victoria gained much reassurance from her son’s missive 
since his own extravagance in dress was well known to her.
51  What is noticeable 
by this later period however, is the exclusivity of Parisian manufacture amongst 
Alexandra’s range of surviving evening dress. 
 
There are four evening dresses that fall within the date range of 1890-1900, with 
Alexandra by this time a middle aged Princess of Wales, but accepting the same 
social expectations the rigours of the London Season demanded.  These 
dresses, all muted in shades of white or mauve, were fashionably cut, of Parisian 
design, but not heavily adorned.  One example of the relative simplicity that these 
garments exhibit is a two piece mauve dress dating to c1893. It forms part of the 
collections of the Fashion Museum, Bath and is recorded as a ‘watered lilac 
evening dress, poult de soie with toning velvet and cream lace.’
52  It is described 
as an evening dress, and would certainly have suited a late dinner and dance 
rather than a state ball.  Nevertheless, its most notable attribute lies in the 
absence of ornamentation.  It was felt to be so unadorned in fact, that the 
accession card adds the information: ‘white bead trimming added by museum’
53 
for the public display of the dress in the 1960s.  It was apparently felt that this 
gown did not sufficiently portray the evening wear of a princess and so applied a 
white beaded fringe around the décolletage and sleeves (Fig. 4.6). The muted 
colours verify Alexandra’s predilection for perpetual half mourning in the wake of 
her son’s death, and the plain gored skirt and self coloured decoration appears to 
support accounts of her pared down silhouette: ‘In an age when fashion and the 
arts generally were remarkable for a profusion of ornament and detail she relied, 
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50	 ﾠQuoted	 ﾠin	 ﾠMagnus,	 ﾠp.105	 ﾠ
51	 ﾠQueen	 ﾠVictoria	 ﾠpresumably	 ﾠtreated	 ﾠthese	 ﾠwords	 ﾠwith	 ﾠsome	 ﾠsuspicion.	 ﾠAs	 ﾠa	 ﾠyoung	 ﾠman	 ﾠhis	 ﾠparents	 ﾠ
had	 ﾠwarned	 ﾠEdward	 ﾠagainst	 ﾠextravagant	 ﾠdressing.	 ﾠ	 ﾠBy	 ﾠ1858	 ﾠhowever,	 ﾠPrince	 ﾠAlbert	 ﾠwrote	 ﾠto	 ﾠhis	 ﾠ
eldest	 ﾠdaughter,	 ﾠby	 ﾠthen	 ﾠthe	 ﾠCrown	 ﾠPrincess	 ﾠof	 ﾠPrussia	 ﾠprior	 ﾠto	 ﾠEdward’s	 ﾠfirst	 ﾠvisit	 ﾠto	 ﾠBerlin.	 ﾠ	 ﾠAlbert	 ﾠ
warned	 ﾠher	 ﾠthat	 ﾠ‘he	 ﾠtook	 ﾠno	 ﾠinterest	 ﾠin	 ﾠanything	 ﾠbut	 ﾠclothes	 ﾠand	 ﾠagain	 ﾠclothes.’	 ﾠ	 ﾠQuoted	 ﾠin	 ﾠHough	 ﾠR,	 ﾠ
Edward	 ﾠ&	 ﾠAlexandra,	 ﾠHodder	 ﾠ&	 ﾠStoughton,	 ﾠLondon,	 ﾠ1992,	 ﾠp.33	 ﾠ
52	 ﾠBATMC	 ﾠ1.17.11	 ﾠ&	 ﾠA	 ﾠThe	 ﾠdress	 ﾠwas	 ﾠdonated	 ﾠby	 ﾠa	 ﾠdescendent	 ﾠof	 ﾠthe	 ﾠCountess	 ﾠof	 ﾠShannon,	 ﾠto	 ﾠwhom	 ﾠ
Alexandra	 ﾠhad	 ﾠgiven	 ﾠthe	 ﾠdress	 ﾠin	 ﾠthe	 ﾠ1890s.	 ﾠ
53	 ﾠAccession	 ﾠcard	 ﾠnote	 ﾠfor	 ﾠobject	 ﾠBATMC	 ﾠ1.17.11,	 ﾠFashion	 ﾠMuseum,	 ﾠBath	 ﾠ	 ﾠ
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as a good architect does, almost entirely upon perfection of line’
54 wrote her most 
noted biographer, Georgina Battiscombe.  A contemporary view was given, again 
by Sarah Tooley: ‘Tall and graceful and invariably dressed in what appears to be 
just the right thing for the occasion, devoid of exaggerations of style, the Queen 
has that easy and reposeful demeanour, which perfect dressing gives.’
55 As a 
reflection of Alexandra’s personal circumstances, this dress is perhaps indicative 
of her desire not to stand out at this time.  Thirty years as consort-in-waiting 
coupled with the loss of her eldest child may have influenced her decision 
making around evening entertainments and how she wished to dress at this time. 
 
Two further garments, one held in the V&A, London and the other at the National 
Museums, Liverpool support this theory.
56 As suggested with other examples 
both are Parisian in manufacture, Maison Laferriere and Henriette Favre 
respectively.
57  Whilst they exhibit elements of decoration, both with embellished 
hems and some applied detailing to the bodices in both cases, the ornamentation 
is not heavy in stark contrast to those that form the collection dating to after the 
coronation.  Both of these examples fit into the profile of greater simplicity 
exhibited in Alexandra’s evening dress of this period, but the Henriette Favre 
dress displays elements of the decoration that was to follow during the years of 
Edward’s reign.
58  The front and back of the bodice features appliqué of scrolling 
bobbin tape lace in a design reminiscent of those that feature in many of the later 
evening gowns (Fig. 4.7) What differs of course is that in this case the design is 
realised in cream lace on a cream foundation, as opposed to those designs 
picked out in gold and silver metal thread embroidery after 1902.   
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54	 ﾠBattiscombe,	 ﾠp.106	 ﾠ
55	 ﾠTooley,	 ﾠp.160	 ﾠ
56	 ﾠBoth	 ﾠare	 ﾠcream	 ﾠsatin,	 ﾠone	 ﾠfigured	 ﾠin	 ﾠa	 ﾠfloral	 ﾠmotif	 ﾠand	 ﾠthe	 ﾠother	 ﾠoverlaid	 ﾠwith	 ﾠlightly	 ﾠspangled	 ﾠnet.  	 ﾠ
57	 ﾠV&A	 ﾠdress,	 ﾠc1900,	 ﾠaccession	 ﾠno	 ﾠT282&A	 ﾠ–	 ﾠ1974,	 ﾠLiverpool	 ﾠdress,	 ﾠc1900-ﾭ‐1901,	 ﾠaccession	 ﾠno.	 ﾠ
54.48.1	 ﾠ
58	 ﾠAs	 ﾠwith	 ﾠso	 ﾠmany	 ﾠof	 ﾠthe	 ﾠroyal	 ﾠgarments,	 ﾠits	 ﾠsurvival,	 ﾠlike	 ﾠthat	 ﾠof	 ﾠthe	 ﾠother	 ﾠdress	 ﾠin	 ﾠLiverpool’s	 ﾠ
collection,	 ﾠis	 ﾠowed	 ﾠto	 ﾠa	 ﾠservant,	 ﾠa	 ﾠMrs	 ﾠRosalie	 ﾠDodds,	 ﾠformer	 ﾠhousekeeper	 ﾠat	 ﾠSandringham	 ﾠand	 ﾠ
recipient	 ﾠof	 ﾠmany	 ﾠroyal	 ﾠobjects	 ﾠover	 ﾠthe	 ﾠcourse	 ﾠof	 ﾠher	 ﾠcareer	 ﾠin	 ﾠthe	 ﾠroyal	 ﾠhousehold.	 ﾠNational	 ﾠ
Museums	 ﾠLiverpool	 ﾠis	 ﾠin	 ﾠpossession	 ﾠof	 ﾠ89	 ﾠobjects	 ﾠthat	 ﾠwere	 ﾠpurchased	 ﾠfrom	 ﾠa	 ﾠdescendent	 ﾠof	 ﾠMrs	 ﾠ
Dodds	 ﾠin	 ﾠ1954.	 ﾠ	 ﾠThey	 ﾠform	 ﾠan	 ﾠeclectic	 ﾠgrouping	 ﾠof	 ﾠbuttons,	 ﾠbaby	 ﾠclothes,	 ﾠhandkerchiefs,	 ﾠa	 ﾠchemise,	 ﾠa	 ﾠ
nightgown,	 ﾠold	 ﾠbaby	 ﾠshoes,	 ﾠa	 ﾠvelvet	 ﾠbox	 ﾠlid,	 ﾠa	 ﾠbasket	 ﾠand	 ﾠa	 ﾠpen	 ﾠto	 ﾠname	 ﾠa	 ﾠfew.	 ﾠ	 ﾠ
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The provenance of this dress indicates another facet to the social life of the 
garment which may add a previously unrecognised dimension to those aspects 
influencing Princess Alexandra’s sartorial choices.  The evidence is suggested 
through a series of original entries onto accession records and as such ought to 
be treated with caution.  The condition of the dress is described thus: ‘Original 
sleeves enclosed.  Evening dress or ball dress with short sleeves in process of 
alteration into evening dress, bodice cut up.’
59  Contrary to this record, the 
sleeves are long, consisting of the same net decorated intermittently with silver 
spangles.  However, the conservation record appears to clarify the inconsistency: 
‘Bodice partly dismantled, sleeves removed but present.  Bodice cut away 
around arm holes.  Part of front fastening missing.  Skirt complete but without 
waistband, cream satin lining missing.’
60  The report moves on to describe the 
treatment, whereby the sleeves were sewn back in.  It appears then, that at some 
point a decision had been made to alter the garment from a dinner or reception 
dress, to a more formal evening gown, a process that involved the removal of the 
sleeves, the cutting away of the bodice around the armholes and then the 
eventual addition of a smaller sleeve.  This may have been done by Mrs Dodds, 
the housekeeper to whom the dress was given.  Being a rather grand evening 
dress however, as well as one made for the figure of the permanently slender 
Princess of Wales, it seems less likely that Mrs Dodds set about altering the 
garment for her own use.  What is perhaps more likely is the request for 
alteration into an evening gown came from Alexandra herself, which process was 
interrupted for some reason.  Dating as it does to c1900-1901, it may even have 
been the death of Queen Victoria that resulted in the cessation of the alteration 
and its ultimate function as a gift.  The modification, if it did indeed originate at 
the request of the Princess of Wales, would appear to make some concession 
towards a form of economy.   
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59	 ﾠRecord	 ﾠcard,	 ﾠNational	 ﾠMuseums	 ﾠLiverpool,	 ﾠAccession	 ﾠNo.	 ﾠ54.48.1	 ﾠ
60	 ﾠ	 ﾠConservation	 ﾠRecord,	 ﾠNational	 ﾠMuseums	 ﾠLiverpool,	 ﾠAccession	 ﾠNo.	 ﾠ54.48.1	 ﾠ	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It is possible that even after almost forty years as Princess of Wales, possessed 
of a sizeable allowance, there were occasions when her former life influenced 
her choices.  In November 1862, on a pre-marriage visit to the Queen at Osborne 
House, her prospective mother-in-law asked the young Alexandra why she 
always wore a jacket.  An observer recorded the response: ‘Well, I like them; and 
then you see a jacket is so economical!  You can wear different skirts with it, and 
I have very few gowns, having to make them all myself.’
61  It seems likely then 
that Alexandra derived some pleasure in arranging to alter garments for further 
use, which she might just as easily have disposed of and ordered new 
replacements.  There is at least one other example of Alexandra putting to good 
use, some of her unwanted evening gowns.  After her death, her dresser Mrs 
Gilltrap, wrote an inventory which she gave to Queen Mary.  In this she wrote: 
‘Between 1888 and 1890 The Queen had 6 good brocaded dresses unpicked 
and cleaned and handed over to R-------- at Sandringham to cover furniture.  The 
Gold dress with bunches of lilies covered the chairs in the Boudoir at 
Sandringham.’
62  This evidence supports the theory that the Princess took time to 
oversee the modifications and alterations of garments, either for further wear for 
an alternative time of day or in a different context altogether; a practice Queen 
Victoria would have wholeheartedly endorsed.
63 
 
These examples are of course only a fraction of the contemporary wardrobe of 
the Princess, and in the absence of other evening gowns of a similar date, it is 
impossible to make a definitive assessment.  However, the evidence presented 
in these less embellished garments sit in marked contrast to those that were to 
follow the Coronation.  Alexandra’s determination to set herself apart from the 
‘London Ladies’, certainly in a public space following the death of Queen Victoria, 
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61	 ﾠQuoted	 ﾠin	 ﾠDuff	 ﾠD,	 ﾠAlexandra,	 ﾠPrincess	 ﾠand	 ﾠQueen,	 ﾠWilliam	 ﾠCollins,	 ﾠLondon,	 ﾠ1980,	 ﾠp.47	 ﾠ
62	 ﾠRoyal	 ﾠArchive	 ﾠRA	 ﾠQM/PRIV/CC58/168	 ﾠ
63	 ﾠAlthough	 ﾠsurviving	 ﾠrecords	 ﾠdo	 ﾠnot	 ﾠrecord	 ﾠevidence	 ﾠof	 ﾠdress	 ﾠalteration	 ﾠon	 ﾠthe	 ﾠpart	 ﾠof	 ﾠQueen	 ﾠ
Victoria,	 ﾠKay	 ﾠStaniland’s	 ﾠextensive	 ﾠstudy	 ﾠdoes	 ﾠdiscuss	 ﾠa	 ﾠnumber	 ﾠof	 ﾠthe	 ﾠQueen’s	 ﾠsartorial	 ﾠhabits	 ﾠwhich	 ﾠ
suggest	 ﾠthat	 ﾠher	 ﾠlife	 ﾠexperiences	 ﾠfrom	 ﾠstrict	 ﾠPrivy	 ﾠPurse	 ﾠallowances	 ﾠas	 ﾠa	 ﾠyoung	 ﾠQueen	 ﾠto	 ﾠa	 ﾠloss	 ﾠof	 ﾠ
interest	 ﾠand	 ﾠthus	 ﾠspending	 ﾠas	 ﾠa	 ﾠwidow	 ﾠcreated	 ﾠa	 ﾠstrictly	 ﾠconservative	 ﾠattitude	 ﾠto	 ﾠfashion	 ﾠand	 ﾠfine	 ﾠ
clothes.	 ﾠ	 ﾠSee	 ﾠStaniland	 ﾠK,	 ﾠIn	 ﾠRoyal	 ﾠFashion,	 ﾠMuseum	 ﾠof	 ﾠLondon,	 ﾠLondon,	 ﾠ1997,	 ﾠpp.101	 ﾠ&	 ﾠ160.	 ﾠ	 ﾠ
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was remarked upon by Lady Antrim, one of the ladies in waiting.  Elizabeth 
Longford described the occasion from Louisa Antrim’s diaries: ‘The Queen’s 
showmanship became conspicuous the moment she was asked when full 
mourning had to stop.  Could her Court drop the black dresses and jet beads for 
a grand function that happened to coincide with the last official day?  Refusing to 
give a ruling (‘such questions bore me intensely’), Alexandra guessed that her 
ladies would stick cautiously to black, as indeed they did, while she herself 
appeared in stunning white, gleaming with jewels, like a solitary star in the night 
sky.’
64   
 
This new resolve, observed similarly by Lord Esher earlier,
65 is echoed in the 
evening dresses that have survived from the early years of Edward’s reign.  
Without exception, these dresses shimmer.  Constructed from silk and chiffon 
and richly embellished in beadwork, metal thread embroidery, sequins and 
spangles they are uniform in their conspicuousness.  Whilst the palette of the 
foundation layers remained the same as those from the 1890s, confined to white, 
mauve, pale yellow, grey, silver and gold, and some black, the embellishment 
applied to the surface of each garment exceeds anything from her years as 
Princess of Wales.  Almost overnight, it would appear, the new Queen (for 
Consort she refused to be called)
66 ensured her prominence at evening events 
through her sparkling attire.   
 
An obvious distinction, immediately noticeable, is in the nature of the 
embellishment.  The gowns from the 1890s display elements of applied 
decoration – a lace trim, a décolletage decorated with motifs of pearl or 
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64	 ﾠLongford	 ﾠE,	 ﾠLouisa	 ﾠLady	 ﾠin	 ﾠWaiting,	 ﾠthe	 ﾠpersonal	 ﾠdiaries	 ﾠand	 ﾠalbums	 ﾠof	 ﾠLouisa	 ﾠLady	 ﾠin	 ﾠWaiting	 ﾠto	 ﾠ
Queen	 ﾠVictoria	 ﾠand	 ﾠQueen	 ﾠAlexandra,	 ﾠJonathan	 ﾠCape	 ﾠLtd,	 ﾠLondon,	 ﾠ1979,	 ﾠp.79	 ﾠ
65	 ﾠSee	 ﾠChapter	 ﾠ1	 ﾠfor	 ﾠLord	 ﾠEsher’s	 ﾠassessment	 ﾠof	 ﾠQueen	 ﾠAlexandra’s	 ﾠwillpower.	 ﾠ
66	 ﾠViscount	 ﾠEsher,	 ﾠwho	 ﾠassisted	 ﾠEdward	 ﾠwith	 ﾠpreparations	 ﾠfor	 ﾠthe	 ﾠCoronation	 ﾠwrote	 ﾠon	 ﾠFebruary	 ﾠ5	 ﾠ
1901:	 ﾠ‘I	 ﾠsent	 ﾠa	 ﾠlist	 ﾠof	 ﾠqueries	 ﾠto	 ﾠthe	 ﾠKing	 ﾠtonight	 ﾠ–	 ﾠabout	 ﾠa	 ﾠthrone	 ﾠfor	 ﾠthe	 ﾠQueen.	 ﾠ	 ﾠShe	 ﾠobjects	 ﾠto	 ﾠbeing	 ﾠ
called	 ﾠQueen	 ﾠConsort.	 ﾠ	 ﾠShe	 ﾠmeans	 ﾠto	 ﾠbe	 ﾠthe	 ﾠQueen’	 ﾠin	 ﾠBrett	 ﾠM	 ﾠ(ed),	 ﾠJournals	 ﾠ&	 ﾠLetters	 ﾠof	 ﾠReginald	 ﾠ
Viscount	 ﾠEsher,	 ﾠIvor	 ﾠNicholson	 ﾠ&	 ﾠWatson,	 ﾠLondon,	 ﾠ1934,	 ﾠp.279	 ﾠ	 ﾠ
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diamante, a figured silk, but largely plain, gored skirts.
67  Where the later 
garments differ, is in their almost total surface decoration.  Five of the gowns 
exhibit trailing floral designs, repeated in motifs across the bodice and covering 
the garment with gold or silver embroidery, reminiscent of Alexandra’s coronation 
gown. Four others do not feature any discernible motifs, but are covered with 
spangles and sequins across their entirety.
68   
 
The most obvious conclusion to draw from Alexandra’s later evening dresses is a 
necessity on her part for visibility.  The new Queen, who had been subservient to 
her mother in law for forty years, now had the right to outshine every other 
woman in the room.  These garments suggest that she took this right to its most 
literal expression.  As a demonstration of her place at the top of the aristocratic 
hierarchy, Alexandra covered herself in fabrics that would have glittered under 
the artificial lights of the ball rooms, state dinners and myriad evening functions 
she was obliged to attend.  Alexandra had decided that ‘majesty’ should be 
represented sartorially through a gem filled display.  She wanted to be the image 
of a Queen that Victoria, for all her solemnity and strong monarchical sense of 
duty, had never been for those functions at which she was the most important 
woman in the room. 
 
The evening gown that dates to the very end of Edward’s reign when Alexandra 
was in her late sixties continues to subscribe to this approach.  Dating to c1910, 
the one piece purple chiffon garment is a profusion of metal thread embroidery, 
heavily embellished across almost the entirety of its surface (Fig. 4.8) The motifs 
are bold, the embroidery lavish.  Alexandra’s appropriation of Indian gold and 
silver thread embroidery, or ‘zardozi’ embroidery
69, for her western garments has 
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67	 ﾠThese	 ﾠinclude	 ﾠa	 ﾠcream	 ﾠfigured	 ﾠsatin	 ﾠgown	 ﾠat	 ﾠthe	 ﾠV&A	 ﾠ(T.282&A-ﾭ‐1974),	 ﾠtwo	 ﾠdresses	 ﾠat	 ﾠNational	 ﾠ
Museums	 ﾠLiverpool	 ﾠone	 ﾠof	 ﾠcream	 ﾠchiffon	 ﾠand	 ﾠthe	 ﾠother	 ﾠof	 ﾠlilac	 ﾠsatin	 ﾠ(54.48.1	 ﾠ&	 ﾠ54.48.5)	 ﾠand	 ﾠa	 ﾠtwo	 ﾠ
piece	 ﾠmauve	 ﾠmoiré	 ﾠgown	 ﾠat	 ﾠthe	 ﾠFashion	 ﾠMuseum,	 ﾠBath	 ﾠ(BATMC	 ﾠ1.17.11)	 ﾠ
68	 ﾠThese	 ﾠare	 ﾠthe	 ﾠsame	 ﾠgowns	 ﾠnoted	 ﾠabove	 ﾠall	 ﾠoriginating	 ﾠfrom	 ﾠParisian	 ﾠestablishments	 ﾠand	 ﾠall	 ﾠheavily	 ﾠ
embellished.	 ﾠ
69	 ﾠSee	 ﾠCrill	 ﾠR,	 ﾠIndian	 ﾠEmbroidery,	 ﾠV&A	 ﾠPublications,	 ﾠLondon,	 ﾠ1999	 ﾠfor	 ﾠa	 ﾠdetailed	 ﾠanalysis	 ﾠof	 ﾠtraditional	 ﾠ
Indian	 ﾠembroidery,	 ﾠincluding	 ﾠzardozi	 ﾠwork	 ﾠand	 ﾠthe	 ﾠvariety	 ﾠof	 ﾠmetal	 ﾠstrips,	 ﾠthreads	 ﾠand	 ﾠsequins	 ﾠused	 ﾠ
in	 ﾠthe	 ﾠtechnique.	 ﾠ	 ﾠ
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been touched upon already.
70  A letter from Charlotte Knollys to Lady Curzon 
dated May 20 1902 is illustrative of Alexandra’s penchant for the glitter of the 
Indian embellishment: ‘then the black and silver is already made up and is to be 
worn at the next Court and the mauve and gold is in the dressmaker’s hands and 
will also be worn to the Coronation Festivities.’
71  The late 19
th and early 20
th 
century did witness an emerging trade in the technique of zardozi as: ‘the British 
ladies accompanying their husbands to India started taking much interest in 
zardozi craft.’
72  It was Lady Curzon who sourced and oversaw the execution of 
the Indian commissions for Alexandra, and whose own evening garments drew 
upon the same style of embellishment.
73  (Fig. 4.9)  The courtly origins of zardozi 
and its adoption by Lady Curzon whose sartorial taste Alexandra admired, 
cemented its place in Alexandra’s wardrobe as a signifier of her public status. 
 
The dress is constructed with a fashionably high waist, revealing that at 65, 
Alexandra was yet instructing her couturiers to cut to a pattern that was modish if 
not cutting edge.  The maker’s label identifies the gown as a creation of the 
house of Doeuillet.
74  Georges Doueillet’s evening dresses specialised in 
‘beautiful, all over embroidered dresses of heavy pastel crepes’.
75 According to 
the wardrobe accounts, Alexandra first began to patronise his establishment in 
the summer of 1908, making a large order that amounted to the sum of 
£511.0.9d.
76  Two more payments were made in February and July 1909.
77  The 
accounts record only one payment made to Doueillet in 1910, reflecting the sharp 
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70	 ﾠSee	 ﾠChapter	 ﾠ1.	 ﾠ	 ﾠAlso	 ﾠfeatures	 ﾠin	 ﾠan	 ﾠarticle	 ﾠabout	 ﾠAlexandra	 ﾠand	 ﾠthe	 ﾠCoronation	 ﾠdress	 ﾠcommission	 ﾠ
which	 ﾠI	 ﾠhave	 ﾠsubmitted	 ﾠto	 ﾠthe	 ﾠJournal	 ﾠof	 ﾠDesign	 ﾠHistory	 ﾠentitled	 ﾠ‘Empire	 ﾠDressing:	 ﾠThe	 ﾠDesign	 ﾠand	 ﾠ
Realisation	 ﾠof	 ﾠQueen	 ﾠAlexandra’s	 ﾠCoronation	 ﾠGown’	 ﾠ
71	 ﾠLetter	 ﾠfrom	 ﾠCharlotte	 ﾠKnollys	 ﾠto	 ﾠLady	 ﾠCurzon,	 ﾠMay	 ﾠ20	 ﾠ1902,	 ﾠBritish	 ﾠLibrary	 ﾠAsian	 ﾠ&	 ﾠAfrican	 ﾠDept,	 ﾠ
Lady	 ﾠCurzon	 ﾠPapers,	 ﾠF306/35	 ﾠNo	 ﾠ86	 ﾠ
72	 ﾠGupta	 ﾠC.S,	 ﾠ‘The	 ﾠTrade	 ﾠin	 ﾠZardozi	 ﾠTextiles’	 ﾠin	 ﾠCrill	 ﾠR	 ﾠ(Ed),	 ﾠTextiles	 ﾠfrom	 ﾠIndia:	 ﾠThe	 ﾠGlobal	 ﾠTrade,	 ﾠ
Chicago	 ﾠUniversity	 ﾠPress,	 ﾠChicago,	 ﾠ2006,	 ﾠp.351	 ﾠ
73	 ﾠA	 ﾠnumber	 ﾠof	 ﾠLady	 ﾠCurzon’s	 ﾠclothes	 ﾠare	 ﾠnow	 ﾠin	 ﾠthe	 ﾠFashion	 ﾠMuseum,	 ﾠBath.	 ﾠ	 ﾠOf	 ﾠthese,	 ﾠthere	 ﾠare	 ﾠ3	 ﾠ
which	 ﾠexhibit	 ﾠelements	 ﾠof	 ﾠIndian	 ﾠdesign;	 ﾠtwo	 ﾠpiece	 ﾠdress	 ﾠBATMC	 ﾠ1.09.1382	 ﾠA&B,	 ﾠtwo	 ﾠpiece	 ﾠdress	 ﾠ
BATMC	 ﾠ1.19.103	 ﾠA&B	 ﾠand	 ﾠtwo	 ﾠpiece	 ﾠdress	 ﾠBATMC	 ﾠ1.05.1	 ﾠA&B	 ﾠ
74	 ﾠGeorges	 ﾠDoeuillet	 ﾠbegan	 ﾠhis	 ﾠcareer	 ﾠas	 ﾠthe	 ﾠbusiness	 ﾠmanagers	 ﾠfor	 ﾠCallot	 ﾠSouers	 ﾠbefore	 ﾠopening	 ﾠhis	 ﾠ
own	 ﾠhouse	 ﾠin	 ﾠ1900.	 ﾠ
75	 ﾠBrooks	 ﾠPicken	 ﾠM	 ﾠ&	 ﾠLoues	 ﾠMiller	 ﾠD,	 ﾠDressmakers	 ﾠof	 ﾠFrance,	 ﾠHarper	 ﾠ&	 ﾠBros,	 ﾠNew	 ﾠYork,	 ﾠ1956,	 ﾠp.45	 ﾠ
76	 ﾠRoyal	 ﾠArchive	 ﾠ–	 ﾠRA/VIC.ADDA2/219B,	 ﾠFolio	 ﾠ42	 ﾠ
77	 ﾠRoyal	 ﾠArchive	 ﾠ–	 ﾠRA/VIC.ADDA2/219B,	 ﾠFolios	 ﾠ44	 ﾠ&	 ﾠ46	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 156	 ﾠ
drop in expenditure to Parisian dressmakers from 1910 onwards.
78  The payment 
amounted to £134, but it would be speculation only to suggest that this dress is 
the material embodiment of that order.  The relative modernity of this dress and 
the other orders received by Doueillet would seem to imply that Alexandra, far 
from becoming staid in her choices of evening wear during this later period of her 
life, was embracing new designers and incorporating at least a passing reference 
to contemporary line in her gowns. 
 
The profusion of metal thread embroidery and beadwork that embellishes this 
garment bears some comparison with design elements from earlier dresses of 
Alexandra’s, most notably the coronation gown and the fancy dress costume 
worn to the Devonshire House Ball.  All three garments share a large triangular 
panel of embroidery across the centre front of the skirts in trailing naturalistic 
designs.  The presence of a heavy train cut into the later dress implies that this 
garment too was to be worn to a particularly grand event, over and above the 
everyday dinner parties.  The dates of these skirts ranging from 1897 to 1902 to 
1910 reinforces a sense that Alexandra continued to incorporate her favourite 
elements into her evening wear irrespective of prevailing trends.  This tendency 
is illustrative of the agency that Alexandra exerted over her appearance, 
balancing a line between regal and fashionable.  There is a hint of theatricality 
too, incorporating the shapes which she chose for the dramatic coronation gown 
and the fantasy of the Marguerite de Valois costume into an evening gown.  
These influences may allude to Alexandra’s sense of assuming a role.  At this 
later stage of her life, when arguably evening functions were becoming more of a 
trial, her sense of the majestic appropriate to these occasions could best be met 
in such conspicuous garments. 
 
There was a duality to Alexandra’s visibility in such public settings, however.  At 
the same time as displaying her royal body she had also to conceal it as the 
evidence from one particular dress reveals. The rheumatic fever Alexandra had 
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78	 ﾠRoyal	 ﾠArchive	 ﾠ–	 ﾠRA/VIC.ADDA2/219C,	 ﾠFolio	 ﾠ95	 ﾠ	 ﾠ
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suffered in 1867 not only robbed Alexandra of her hearing but caused a more 
significant impairment. She was left for a time with a completely stiff and painful 
knee, still only able to walk with two sticks nine months after the first attack. The 
stiffness remained and she was to walk with a limp thereafter.
79 Briefly her gait 
became a social sensation as she developed a way to move that circumvented 
her disability. The Alexandra limp was copied for a time by society ladies in the 
ball rooms of London although the Princess of Wales herself was able to 
maintain her former activity – skating, riding and dancing.
80 There were to be 
long-term health implications for this early illness, however, which only came to 
light after close analysis of another of her garments.  
   
A court gown, now in the collections of the Royal Ontario Museum, Toronto, 
features a distinctive iris motif across both the bodice and skirt. During 
photography of the bodice it was noticed that two of these iris motifs at the centre 
back appeared to sit incorrectly. They did not align symmetrically as it seemed 
they ought to have done. An email the next day from the American curator, Jean 
Druesedow, in answer to my enquiry, revealed the reason.
81 Many of Alexandra’s 
surviving evening gowns are now in the Costume Institute at the Metropolitan 
Museum of Art, New York and whilst mounting some of these dresses 
Druesedow made the following observation in her message: ‘The dresses 
belonging to Alexandra at the MMA indicate that she had some curvature of the 
spine – the center back is not straight or symmetrical, as I recall, and there was 
much talk about it when we did ‘La Belle Epoque’ Exhibition.’
82 This new 
information suggests that, rather than demonstrating some failing on the part of 
the couturier, the iris motifs were cleverly placed so that the flowers sat 
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79	 ﾠLady	 ﾠLucy	 ﾠCavendish	 ﾠremarked	 ﾠin	 ﾠher	 ﾠdiary	 ﾠon	 ﾠDecember	 ﾠ19	 ﾠ1872	 ﾠfour	 ﾠyears	 ﾠafter	 ﾠthe	 ﾠillness:	 ﾠ‘no	 ﾠ
one	 ﾠcd	 ﾠbelieve	 ﾠin	 ﾠthe	 ﾠstiff	 ﾠjoint	 ﾠof	 ﾠher	 ﾠknee	 ﾠexcept	 ﾠfrom	 ﾠa	 ﾠlittle	 ﾠpretty	 ﾠhalt	 ﾠgoing	 ﾠup	 ﾠand	 ﾠdown	 ﾠstairs’.	 ﾠ
http://ladylucycavendish.blogspot.co.uk/2010/04/19dec1872-ﾭ‐another-ﾭ‐mighty-ﾭ‐dinner.html,	 ﾠ
accessed	 ﾠon	 ﾠ29.08.12	 ﾠ
80	 ﾠThe	 ﾠAlexandra	 ﾠlimp	 ﾠwas	 ﾠincorporated	 ﾠinto	 ﾠthe	 ﾠdancing	 ﾠamongst	 ﾠAlexandra’s	 ﾠpeers	 ﾠfor	 ﾠa	 ﾠbrief	 ﾠ
period.	 ﾠSee	 ﾠBattiscombe,	 ﾠQueen	 ﾠAlexandra,	 ﾠp.92.	 ﾠ
81	 ﾠI	 ﾠam	 ﾠindebted	 ﾠto	 ﾠAlexandra	 ﾠPalmer,	 ﾠCurator	 ﾠat	 ﾠthe	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠfor	 ﾠher	 ﾠsuggestion	 ﾠthat	 ﾠI	 ﾠ
get	 ﾠin	 ﾠtouch	 ﾠwith	 ﾠJean	 ﾠDruesdow.	 ﾠ
82	 ﾠEmail	 ﾠreceived	 ﾠfrom	 ﾠJean	 ﾠDruesedow	 ﾠ02.11.11	 ﾠ	 ﾠ
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symmetrically once they were worn by the Queen, thus disguising her deformity. 
A spinal curvature has not been mentioned by any of Alexandra’s biographers, 
presumably unaware of the possibility of it resulting from her permanent limp. It is 
only through studying material culture that such a significant aspect of her 
physicality is revealed although, conversely, the intention was to disguise her 
physique through clever workmanship. She normalized her silhouette through 
structural changes to her dress and so avoided unwanted speculation about her 
health and well-being, a recognizably modern phenomenon which Jean Spence 
described as: ‘part of the landscape of every woman’s efforts to clothe herself in 
a manner which reflects her own self-perceptions and desires but which must be 
ever alert to the ascription of feminine identity in the public world.’
83 
 
After Edward’s death, Alexandra largely retired from public life preferring to live 
quietly at Sandringham surrounded by her pets.  For almost half a century 
however, she had maintained a prominent presence at the heart of London 
Society.  Influences upon her choice of evening dress were many, from her early 
wish to demonstrate her youth and innocence and to please her mother-in-law, to 
a growing confidence with colour and style.  Influenced by her own 
circumstances as both aggrieved wife and grieving mother and in her latter years 
fulfilling her own perceptions of the majesty and glitter of a ‘queenly’ role, 
Alexandra used evening dress with all its publicity to maintain her popular image.  
But how far did this image deviate from her private self?  Why did she wear what 
she did in the evenings, if her choices during the day were significantly different? 
 
Managing the Public Persona – Practical Evening Dress Solutions 
From her twenties through to her sixties, Alexandra could not venture out for the 
evening without attracting the public gaze.  The knowledge that she was under 
regular scrutiny would determine how as both Princess and Queen she would 
appear at evening entertainments.  Even to define evenings out for her was more 
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 ﾠSpence	 ﾠJ,	 ﾠ‘Flying	 ﾠon	 ﾠOne	 ﾠWing’	 ﾠin	 ﾠGuy	 ﾠA,	 ﾠGreen	 ﾠE	 ﾠ&	 ﾠBanim	 ﾠM	 ﾠ(Eds),	 ﾠThrough	 ﾠthe	 ﾠWardrobe	 ﾠ–	 ﾠ
Women’s	 ﾠRelationship	 ﾠwith	 ﾠTheir	 ﾠClothes,	 ﾠBerg,	 ﾠOxford	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ2001,	 ﾠp.186	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complex than it would have been for other members of society at that time and 
the degree of ‘eveningness’ could vary dependent on the occasion, the host and 
the location. How she dressed during the evening in what could be described as 
a public setting bears some comparison with garments she wore during the day 
which, if not completely private were at least less observed. 
 
Evening entertainments for Alexandra in practical terms, meant hard work.  Table 
2 illustrates a sample of the evenings regularly attended by the Princess in 1875.  
Between April and July of that year The Times recorded 44 evenings out for the 
Princess of Wales covering dinners, concerts, dances and State Balls.
84  Out of 
these 44, seven consisted of two or more entertainments on the same night in a 
different location and under the eye of a different host.  A dress in the Liverpool 
collection appears to offer a solution to the multi-venue evening.  This example, a 
creation of the Parisian house of Rouff, brings an altogether different dimension 
to Alexandra’s evening dress, not so far represented in the other examples.  
Dating to 1895, it is fragmented having been unpicked at some point before its 
entry into the museum.  However, its constituent parts have survived and reveal 
a surprising addition.  Instead of one, there are two bodices. (Fig. 4.10)  The 
practice of constructing two bodices to be worn at different times with the same 
skirt was not uncommon.  Known as ‘transformation dress’, it was possible with 
one skirt to create two outfits suitable for different times of day.
85  Often the 
transformation took the wearer from day to evening, with a long sleeved plain 
bodice for daywear and a low décolletage more decorative example for evening.  
In this case, the fabric and embellishment of the skirt precludes it being worn 
during the day.  However, a closer study of the bodices allows a greater 
understanding of the nuances of evening wear and the potential complications of 
Alexandra’s evening wear in particular, in a garment that was designed to meet a 
variety of needs. (Fig. 4.11) 
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 ﾠThis	 ﾠis	 ﾠnot	 ﾠa	 ﾠdefinitive	 ﾠnumber.	 ﾠ	 ﾠIt	 ﾠis	 ﾠprobable	 ﾠthat	 ﾠAlexandra	 ﾠspent	 ﾠevenings	 ﾠout	 ﾠthat	 ﾠare	 ﾠnot	 ﾠ
recorded	 ﾠhere.	 ﾠ	 ﾠThe	 ﾠTimes	 ﾠappears	 ﾠto	 ﾠreport	 ﾠon	 ﾠthe	 ﾠmost	 ﾠprominent	 ﾠoccasions	 ﾠso	 ﾠit	 ﾠis	 ﾠlikely	 ﾠthat	 ﾠsome	 ﾠ
of	 ﾠthe	 ﾠmore	 ﾠcommon	 ﾠevenings	 ﾠout	 ﾠwere	 ﾠnot	 ﾠincluded.	 ﾠ
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 ﾠSee	 ﾠArnold	 ﾠJ,	 ﾠPatterns	 ﾠof	 ﾠFashion	 ﾠ2,	 ﾠMacmillan	 ﾠLondon	 ﾠLtd,	 ﾠLondon,	 ﾠ1972,	 ﾠpp.28-ﾭ‐29	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The data illustrated in Table 2 reveals that during the Season, evenings in 
particular demanded careful negotiation.  In any one evening she might attend 
the opera, followed by dinner, rounded off in a different location entirely by a ball.  
In spite of its fragmented condition, this dress offers a practical solution to an 
evening such as this, a high bodice with full elbow length sleeves being 
eminently suitable for early evening, theatre or dinner, whilst the alternate bodice 
of the same fabric and embellishment but with a lower décolleté and shorter 
sleeves would suit the later events such as the many balls attended by Alexandra 
throughout the London Season.  How the Princess of Wales might have 
navigated these changes of dress is open to interpretation.  It may have been the 
case that private residences would offer a royal visitor the use of a private room 
during the course of the evening in which case Alexandra might avail herself of 
such a facility to make the requisite change before donning an evening mantle 
and venturing out to the next venue.  Frieda Arnold, dresser to Queen Victoria, 
described in letters home just how complex such evenings could become from an 
organisational perspective.  Of a state visit to Paris in 1855 she wrote: ‘we had to 
dress the Queen at the Tuilieries on two evenings, which meant that we had to 
pack up everything large and small, and that is more than you think – each time 
and send it there.’
86  There are no such corresponding accounts pertaining to 
Alexandra’s experience, but given the degree to which she embraced fashion 
and its social expectations, it can safely be assumed that her arrangements 
would have required similarly convoluted solutions during the busiest times of 
year. 
 
Month  Dinner  Concert/theatre  Ball/dance 
April  2  4  1 
May  4  3  3 
June  8  3  8 
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 ﾠStoney	 ﾠB	 ﾠ&	 ﾠWeltzien	 ﾠH	 ﾠ(Eds),	 ﾠMy	 ﾠMistress	 ﾠthe	 ﾠQueen,	 ﾠthe	 ﾠLetters	 ﾠof	 ﾠFrieda	 ﾠArnold,	 ﾠDresser	 ﾠto	 ﾠQueen	 ﾠ
Victoria,	 ﾠWeidenfield	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 ﾠLondon,	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July  5  2  3 
Table 2. List of evening engagements as reported in The Times for 
Alexandra, Princess of Wales in 1875 
 
The Princess of Wales’ preference for tailored suits as daywear has been 
examined in Chapter 3 but this sartorial continuity in daywear throws greater 
disparity upon those garments worn to evening functions.  Contrasted with the 
highly embellished evening gowns of the period, it becomes clear that evenings 
meant something entirely different by this later stage in her life.  Alexandra 
celebrated her sixtieth birthday in 1904.  At a period where many of her 
contemporaries would have rejected some of the demands of the annual Season, 
Alexandra’s position as Queen required her attendance at a wide variety of 
functions.  She was profoundly deaf and found her movement hampered by the 
stiffness of her knee.
87  Arguably evenings out might be considered something of 
a trial.  Where her personal taste appeared to lean towards the more understated 
garment, it is possible that rather than let her own taste dictate, Alexandra chose 
the evening wear of her decade as Queen to serve a more practical purpose.  
Through over-elaboration of dress it seems likely that the Queen intended to 
exude the requisite aura of ‘majesty’ whilst protecting her frailties behind the 
glitter and long train of her dress. 
 
Popular photographs of Alexandra during this period that depict the Queen in 
State and evening dress have been retouched in many instances. Her smooth 
unlined face in the coronation photograph was a widely circulated image in the 
early years of the twentieth century.
88  However, the same image in its untouched 
state shows a more realistic and age appropriate woman (Fig. 4.12).  If this was 
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 ﾠBattiscombe	 ﾠp.86;	 ﾠDuff	 ﾠD,	 ﾠAlexandra	 ﾠPrincess	 ﾠand	 ﾠQueen,	 ﾠCollins,	 ﾠLondon,	 ﾠ1980,	 ﾠp.83;	 ﾠMagnus	 ﾠ
pp.159	 ﾠ&	 ﾠ245	 ﾠ
88	 ﾠThere	 ﾠare	 ﾠa	 ﾠnumber	 ﾠof	 ﾠpopular	 ﾠphotographs	 ﾠof	 ﾠAlexandra	 ﾠwhich	 ﾠhave	 ﾠbeen	 ﾠretouched	 ﾠbefore	 ﾠthey	 ﾠ
were	 ﾠpublished.	 ﾠ	 ﾠThis	 ﾠwas	 ﾠnot	 ﾠan	 ﾠuncommon	 ﾠpractise	 ﾠat	 ﾠthe	 ﾠtime	 ﾠand	 ﾠmost	 ﾠlarge	 ﾠphotographic	 ﾠ
studios	 ﾠemployed	 ﾠstaff	 ﾠto	 ﾠretouch	 ﾠimages,	 ﾠeradicating	 ﾠwrinkles	 ﾠand	 ﾠother	 ﾠfacial	 ﾠmarks	 ﾠfrom	 ﾠthe	 ﾠ
photographs	 ﾠof	 ﾠtheir	 ﾠsitters.	 ﾠ	 ﾠThe	 ﾠMay	 ﾠ26	 ﾠ1892	 ﾠedition	 ﾠof	 ﾠPhotography	 ﾠincluded	 ﾠa	 ﾠpoem	 ﾠcalled	 ﾠ‘The	 ﾠ
Retoucher’	 ﾠwhich	 ﾠlamented	 ﾠsome	 ﾠof	 ﾠthe	 ﾠartificial	 ﾠeffects	 ﾠof	 ﾠthe	 ﾠprofession.	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the public image chosen by Alexandra to be disseminated by this period of her 
life, it is likely that the heavy embellishment of her evening gowns during her 
decade as Queen was part demonstration of majesty, but also in part a deflection 
from those aspects of her appearance that she preferred not to emphasise in 
public.   
 
That most of the photographs of Alexandra in evening dress date from the 1880s 
onwards is illuminating.  Out of a survey of 300 images of Alexandra only 28 can 
be described as depicting evening dress and of these 28 all of them feature 
Alexandra aged 40 or over.
89  Without exception they present an image of 
Alexandra, whilst Princess of Wales and then Queen, that is deliberately 
flawless.  From her sculpted, tiny waisted gowns and jewels to her perfectly 
unlined face, these images are curiously recognisable in a 21
st century context.
90  
The art of photographic retouching was a topic of wide debate in the 19
th century, 
the processes subject to unpredictable results: ‘the medium used to retouch the 
print in the early days did not always age consistently with the print itself.  As a 
result after a while the print presented an unpleasant, spotty appearance little 
calculated to enhance effect.’
91  As the practice became more reliable the vast 
majority of commercial photographers employed retouchers to enhance the 
likenesses of the sitter: ‘As a matter of course all negatives passed through the 
hands of the retoucher, often even before the proofs were dispatched to the 
customer.’
92  How far the retouching process was carried out without the sanction 
of Alexandra herself is impossible to say although as the years passed she 
presumably approved of those images that were disseminated publicly.  Unlike 
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 ﾠThis	 ﾠis	 ﾠbased	 ﾠupon	 ﾠmy	 ﾠown	 ﾠcollection	 ﾠof	 ﾠimages	 ﾠand	 ﾠso	 ﾠis	 ﾠnot	 ﾠnecessarily	 ﾠdefinitive.	 ﾠ	 ﾠThere	 ﾠare	 ﾠ
doubtless	 ﾠimages	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠCollection	 ﾠor	 ﾠother	 ﾠprivate	 ﾠsources,	 ﾠwhich	 ﾠI	 ﾠdo	 ﾠnot	 ﾠhave.	 ﾠ	 ﾠHowever,	 ﾠit	 ﾠis	 ﾠ
a	 ﾠlarge	 ﾠenough	 ﾠsample	 ﾠto	 ﾠreflect	 ﾠthe	 ﾠgeneral	 ﾠdistribution.	 ﾠ
90	 ﾠScholars	 ﾠare	 ﾠbeginning	 ﾠto	 ﾠseriously	 ﾠdebate	 ﾠairbrushing	 ﾠin	 ﾠa	 ﾠmodern	 ﾠfashion	 ﾠcontext.	 ﾠ	 ﾠFor	 ﾠexample	 ﾠ
see	 ﾠTwigg	 ﾠJ,	 ﾠ‘How	 ﾠdoes	 ﾠVogue	 ﾠnegotiate	 ﾠage:	 ﾠFashion,	 ﾠthe	 ﾠbody	 ﾠand	 ﾠthe	 ﾠolder	 ﾠwoman’	 ﾠin	 ﾠFashion	 ﾠ
Theory	 ﾠ–	 ﾠThe	 ﾠJournal	 ﾠof	 ﾠDress,	 ﾠBody	 ﾠand	 ﾠCulture,	 ﾠVolume	 ﾠ14,	 ﾠNumber	 ﾠ4,	 ﾠ2010,	 ﾠpp.471-ﾭ‐490	 ﾠand	 ﾠSlater	 ﾠ
A,	 ﾠTiggemann	 ﾠM,	 ﾠFirth	 ﾠB	 ﾠ&	 ﾠHawkins	 ﾠK,	 ﾠ‘Reality	 ﾠCheck;	 ﾠAn	 ﾠExperimental	 ﾠInvestigation	 ﾠof	 ﾠthe	 ﾠAddition	 ﾠ
of	 ﾠWarning	 ﾠLabels	 ﾠto	 ﾠFashion	 ﾠMagazine	 ﾠImages	 ﾠon	 ﾠWomen’s	 ﾠMood	 ﾠand	 ﾠBody	 ﾠDissatisfaction’	 ﾠin	 ﾠ
Journal	 ﾠof	 ﾠSocial	 ﾠand	 ﾠClinical	 ﾠPsychology,	 ﾠVolume	 ﾠ31,	 ﾠNo	 ﾠ2,	 ﾠ2012,	 ﾠpp.105-ﾭ‐122.	 ﾠ
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 ﾠLinkman	 ﾠA,	 ﾠThe	 ﾠVictorians	 ﾠ–	 ﾠPhotographic	 ﾠPortraits,	 ﾠTauris	 ﾠParke	 ﾠBooks,	 ﾠLondon	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ1993,	 ﾠ
p.78	 ﾠ
92	 ﾠLinkman	 ﾠA,	 ﾠp.81	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photographs taken during the day or at least of Alexandra in daywear in which 
photographic settings were outdoors and more spontaneous, the images in 
evening wear are carefully staged affairs. In an age where State balls and 
evening functions were not subject to a resident photographer, her evening dress 
was thus captured in a pre-arranged setting and as such might be carefully 
managed.  Just as Vogue covers today represent an air-brushed, finely crafted 
version of femininity in which all flaws have been erased, so Alexandra’s evening 
dress portraits present the ‘perfect’ vision of a princess and a Queen complete 
with silks, jewels and ageless skin. 
 
If the photographic record and the recollections of her peers all support the 
notion that Alexandra chose simple unfussy styles for her daywear, the 
contrasting styles of evening wear from 1901 onwards suggests the adoption of a 
role.  With increasing age, deafness and sometime lack of mobility, the public 
occasions which might have proved to be a trial to Alexandra, and perhaps often 
were, could be negotiated through the assumption of an overt and highly visible 
garment.  As an actress becomes the character through donning her costume, so 
Alexandra became Queen within her glittering evening gown both at the event 
itself and for the subsequent distribution of the persona via the idealised 
photograph.  Given the evidence of her preferred simplicity, where does Cecil 
Beaton’s assessment that she was sartorially removed from reality fit into the 
picture? 
 
Removed from Reality 1910-1925 
Beaton’s description of Alexandra as ‘removed from reality’ which he wrote in 
1954 appears to bear little resemblance to the images and memoirs considered 
above.  Her sartorial taste in private was relatively simple and images published 
of the Queen at this time similarly portray a woman unadorned by the spangles 
and beads laid claim to by Beaton (Fig. 4.13).  There is a body of evidence, 
however, which sheds some light upon the Queen Alexandra of Cecil Beaton’s 
memory and it is one which captures the Queen upon a variety of civic 	 ﾠ
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engagements during the years of Edward’s reign and after his death.  British 
Pathé newsreels had begun to capture current affairs from the last years of the 
nineteenth century.  Throughout King Edward VII’s reign, increasing numbers of 
newsworthy events were captured on film and so for the first time the British 
public might see their monarch opening a hospital, reviewing troops and driving 
through the streets of London through the medium of the moving image.  There 
are 35 such pieces of film which feature Alexandra, some amounting to several 
minutes and others only a few seconds.
93  From her annual drive through the city 
for Alexandra Rose Day to her review of the Girl Guides, memorial services and 
medal presentations the newsreels allow a glimpse of Alexandra in three 
dimension and permits the viewer to assess her clothing upon these occasions 
as it would have been seen almost a century ago.  For the most part, the footage 
records Alexandra wearing fairly sombre garments – dark tailored skirts, a dark 
jacket and usually a fur of some description.  Without exception there is the 
feathered or beaded toque hat she favoured for all such occasions but the 
garments are largely unexceptional. 
 
The wardrobe accounts support this visual evidence.  Alexandra’s spending 
reduced dramatically in the decade after Edward’s death.
94  French couture no 
longer featured amongst her wardrobe accounts and the suppliers mostly 
comprised the larger department stores, drapers and favoured tailors.
95  The list 
of gowns made by Alexandra’s dresser Mrs Giltrap following her mistress the 
Queen’s death includes a large number of evening dresses, often of varying 
colours of half mourning although she does note that there were: ‘Many other 
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 ﾠSee	 ﾠwww.britishpathe.com	 ﾠunder	 ﾠthe	 ﾠsearch	 ﾠterm	 ﾠ‘Queen	 ﾠAlexandra’.	 ﾠ	 ﾠThe	 ﾠwide	 ﾠvariety	 ﾠof	 ﾠfilms	 ﾠ
include	 ﾠthe	 ﾠRose	 ﾠDay	 ﾠparades,	 ﾠQueen	 ﾠAlexandra	 ﾠattending	 ﾠthe	 ﾠopening	 ﾠof	 ﾠa	 ﾠflower	 ﾠshow,	 ﾠa	 ﾠ
compilation	 ﾠof	 ﾠclips,	 ﾠher	 ﾠarrival	 ﾠin	 ﾠDartmouth	 ﾠwith	 ﾠKing	 ﾠEdward	 ﾠamongst	 ﾠothers.	 ﾠ	 ﾠThe	 ﾠimages	 ﾠare	 ﾠ
fleeting	 ﾠbut	 ﾠnonetheless	 ﾠoffer	 ﾠa	 ﾠglimpse	 ﾠof	 ﾠAlexandra	 ﾠas	 ﾠshe	 ﾠappeared	 ﾠto	 ﾠthe	 ﾠgeneral	 ﾠpublic.	 ﾠ	 ﾠAll	 ﾠfilm	 ﾠ
clips	 ﾠaccessed	 ﾠon	 ﾠ23.06.11.	 ﾠ
94	 ﾠIn	 ﾠ1910	 ﾠAlexandra	 ﾠreceived	 ﾠ£2500	 ﾠper	 ﾠquarter	 ﾠfrom	 ﾠthe	 ﾠPrivy	 ﾠPurse	 ﾠas	 ﾠan	 ﾠallowance	 ﾠto	 ﾠcover	 ﾠ
wardrobe	 ﾠexpenses.	 ﾠ	 ﾠBy	 ﾠ1917	 ﾠthis	 ﾠhad	 ﾠreduced	 ﾠto	 ﾠ£1500	 ﾠbut	 ﾠmuch	 ﾠof	 ﾠthis	 ﾠcovered	 ﾠpensions	 ﾠimplying	 ﾠ
that	 ﾠher	 ﾠspending	 ﾠon	 ﾠactual	 ﾠgarments	 ﾠwas	 ﾠmuch	 ﾠlower.	 ﾠRA	 ﾠVIC	 ﾠAdd	 ﾠA21/22/C	 ﾠFolios	 ﾠ2&3	 ﾠ
95	 ﾠAlthough	 ﾠher	 ﾠinterest	 ﾠin	 ﾠclothes	 ﾠmay	 ﾠhave	 ﾠwaned	 ﾠin	 ﾠthese	 ﾠlater	 ﾠyears,	 ﾠit	 ﾠis	 ﾠalso	 ﾠtrue	 ﾠto	 ﾠsay	 ﾠthat	 ﾠher	 ﾠ
privy	 ﾠpurse	 ﾠallowance	 ﾠwas	 ﾠreduced	 ﾠowing	 ﾠto	 ﾠher	 ﾠchange	 ﾠof	 ﾠstatus.	 ﾠ	 ﾠ	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good black dresses left in the wardrobe.  Also morning gowns.’
96  The evening 
dresses appear to vary in date suggesting that most were from earlier occasions 
when the King was still alive and had been packed away following his death.
97  
The large amount of black featured in the list suggests that this was much 
favoured by Alexandra as a widow.  These years were punctuated by periods of 
extreme grief for Alexandra – friends and family members dear to her heart died 
in quick succession; her oldest friend and Lady in Waiting Lady Macclesfield, her 
brother King George of Greece, her grandson John.  Such losses contributed to 
her choice of dress.  In 1911, when Edward had been dead less than a year 
Queen Mary described her mother in law as ‘hopeless and helpless’
98 and a few 
years later wrote: ‘it is so hard to see that beautiful woman come to this’.
99 She 
also felt keenly her loss of status and of appearance.  Clothes ceased to matter 
much.  Unlike Queen Victoria before her, whose widowhood was played out at 
the prime of her life, Queen Alexandra experienced the loss of her spouse, 
siblings, friends and beauty in a short space of time. 
 
There are one or two anomalies amongst this standard fare of tailoring which 
appear much later, towards the end of her life.  From around 1914 onwards, 
certain events seemed to necessitate a variation of dress in Alexandra’s 
estimation.  The footage depicting the Alexandra Rose Day
100 in 1914 clearly 
shows her wearing a black satin skirt and a long beaded or spangled loose jacket 
along with the obligatory veiled toque (Fig. 4.14).  In one piece of footage, 
Alexandra is seen accepting flowers from a number of children, chatting with 
them and laughing, apparently amused with her surroundings and the 
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96	 ﾠRA	 ﾠQM/PRIV/CC58/168	 ﾠ
97	 ﾠFor	 ﾠexample:	 ﾠ‘The	 ﾠlast	 ﾠGreen	 ﾠDrawing	 ﾠRoom	 ﾠgown	 ﾠthe	 ﾠQueen	 ﾠwore	 ﾠbefore	 ﾠthe	 ﾠKing	 ﾠdied’.	 ﾠRA	 ﾠ
QM/PRIV/CC58/168	 ﾠ
98	 ﾠQuoted	 ﾠin	 ﾠBattiscombe	 ﾠp.278	 ﾠ
99	 ﾠPope-ﾭ‐Hennessy	 ﾠJ,	 ﾠQueen	 ﾠMary	 ﾠ1867-ﾭ‐1953,	 ﾠGeorge	 ﾠAllen	 ﾠ&	 ﾠUnwin,	 ﾠLondon,	 ﾠ1959,	 ﾠp.537	 ﾠ
100	 ﾠThe	 ﾠfirst	 ﾠAlexandra	 ﾠRose	 ﾠDay	 ﾠtook	 ﾠplace	 ﾠin	 ﾠ1912	 ﾠto	 ﾠmark	 ﾠthe	 ﾠ50th	 ﾠanniversary	 ﾠof	 ﾠAlexandra’s	 ﾠ
arrival	 ﾠin	 ﾠthe	 ﾠUK.	 ﾠ	 ﾠHeld	 ﾠevery	 ﾠyear,	 ﾠthe	 ﾠsale	 ﾠof	 ﾠroses	 ﾠby	 ﾠthe	 ﾠRose	 ﾠDay	 ﾠsellers	 ﾠwas	 ﾠa	 ﾠcharity	 ﾠevent	 ﾠto	 ﾠ
raise	 ﾠmoney	 ﾠfor	 ﾠAlexandra’s	 ﾠfavoured	 ﾠcauses.	 ﾠ	 ﾠThe	 ﾠAlexandra	 ﾠRose	 ﾠDay	 ﾠis	 ﾠstill	 ﾠan	 ﾠannual	 ﾠfundraiser	 ﾠ
today,	 ﾠoverseen	 ﾠby	 ﾠAlexandra’s	 ﾠgreat	 ﾠgranddaughter	 ﾠLady	 ﾠAlexandra	 ﾠOgilvy.	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occasion.
101  The reality was far different.  Battiscombe quotes from surviving 
letters now in the Royal Archive in which Alexandra refers to the day as: ‘that 
tiresome Alexandra Day which I dread’ and in another: ‘that horrible Rose Day 
drive.’
102  She despised her agedness, often referring to herself as ‘ugly old 
woman’ and in a letter to her friend Lord Knutsford she implored him to: ‘Think of 
me as I used to be, now I am breaking up’
103  T.E Lawrence wrote movingly of an 
audience with the old Queen at Marlborough House which he recalled on the day 
of her funeral:  
When we reached the presence, and I saw the mummied thing, the bird-like 
head cocked on one side, not artfully but by disease, the red-rimmed eyes, 
the enamelled face, which the famous smile scissored across all angular and 
heart-rending: - then I nearly ran away in pity. The body should not be kept 
alive after the lamp of sense has gone out. There were the ghosts of all her 
lovely airs, the little graces, the once-effective sway and movement of the 
figure which had been her consolation.
104 
 
Clearly Lawrence himself could recall Alexandra in her hey-day, her ‘lovely airs’ 
and ‘once effective sway’ still present but a caricature of what they once 
represented.  His reference to her ‘enamelled face’ suggestive of the wearing of 
a mask and her movements that hinted at long-gone grace of movement seem to 
describe a woman no longer in touch with much of reality but endeavouring to 
appear regal all the same.  Her life at this point was rarely a public one and so 
she was indeed removed from a wider reality. 
 
As with so many of her sartorial choices from a fifty year career, these later 
public outings that were so much a trial to her had to be managed astutely.  The 
sparkling jackets, satin skirts and embellished veiled hats of her old age were 
nothing if not armour.  She protected herself from the public and attempted to 
shield the public gaze from her true self through a shimmering sartorial display 
that by the 1910s and 1920s were more suited to evening wear and not these 
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101	 ﾠwww.britishpathe.com,	 ﾠQueen	 ﾠAlexandra’s	 ﾠRose	 ﾠDay	 ﾠ1914,	 ﾠcanister	 ﾠON134A,	 ﾠfilm	 ﾠID	 ﾠ1918.24,	 ﾠ
accessed	 ﾠon	 ﾠ23.06.11	 ﾠ	 ﾠ
102	 ﾠQuoted	 ﾠin	 ﾠBattiscombe,	 ﾠp.287	 ﾠ
103	 ﾠQuoted	 ﾠin	 ﾠBattiscombe,	 ﾠp.302	 ﾠ
104	 ﾠLawrence	 ﾠT.E,	 ﾠThe	 ﾠMint,	 ﾠJonathan	 ﾠCape	 ﾠreprint,	 ﾠLondon,	 ﾠ1973,	 ﾠp.181	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daytime outings.  This then was the royal figure so ‘removed from reality’ that 
Beaton described, yet it was but a small fraction of her life in dress.  A handful of 
public occasions out of the many hundreds she had attended from her marriage 
in 1863 to her death in 1925.  Where once Alexandra as a celebrated member of 
the monarchy dressed in evening finery to be noticed, her motives were 
altogether different in the last years of her life.  Her fine clothes were intended to 
distract from the fragile corporeal reality.  It could be argued that she was still 
dressing shrewdly, taking the measure of the occasion and how she wished 
herself to be seen, or rather ironically not seen.  They were not, however, the 
decisions that the young Alexandra or even the stately Queen Alexandra would 
have taken at the peak of her career and are thus not a reflection of her true 
sartorial self. 
 
Conclusion 
It would be unwise in the space afforded by this chapter to assume a definitive 
assessment regarding Alexandra’s taste in evening dress.  The material culture 
left is only a small proportion of what would have been a much larger grouping.  
But, covering so many decades as the surviving objects do from the tartan 
ensembles of the early 1860s to the regal purple embellishments of the latest 
surviving gown of c.1910, it is possible to measure to some degree how 
Alexandra’s choices and influences changed over time. Her early experiments 
with colour and style and in a sense democratising her dress so that it might 
appeal to her peers and the public was an early feature of her evening attire.  Her 
ability to strike the correct sartorial note was evidenced through the similar tartan 
ensembles so redolent of a uniform, designed perhaps to flatter Queen Victoria’s 
tastes.  A step forward to a more assured approach in her thirties and the muted 
tones adopted following the death of her son, Alexandra’s choice of evening 
dress was shaped by many factors.  Her preference for Parisian design, 
particularly in evening wear is demonstrated both through the surviving garments 
and the wardrobe accounts, marking a clear division between her daywear and 
evening wear.  Each one constructed in tones of half mourning, grieving at the 	 ﾠ
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loss of her eldest son whilst recognising that to descend into perennial black 
would prove deeply unpopular.  The lack of adornment which characterised the 
1890s gowns suggested that to stand out was not her overarching intention by 
this date, 30 years in to her royal career.  In stark contrast, the dresses of the 
decade during which Alexandra was Queen shimmer with embellishment, a 
declaration of majesty at her most public functions. 
 
Alexandra managed a complex system of evening engagements, utilising the 
technique of transformation dress to convey her from one type of entertainment 
to another in appropriate attire.  The range of evidence that supports her 
preference for simpler styles during the day might also suggest that the more 
elaborate evening gowns were an additional method of managing her public 
persona, creating a Queen for evenings only. These garments sit in contrast to 
the evidence that suggests more simple tastes in daywear and in the relative 
privacy of the country house setting such as Sandringham.  In light of these 
images and recollections, Alexandra’s evening dress then takes on the element 
of theatricality and the assumption of a public role with its costumes to suit.  
Beaton’s evaluation of the over-embellished Queen appears misplaced, relevant 
only to a very few years at the end of her life during which time she accorded any 
public outing the same status as she would have an evening reception in years 
gone by.  And so the British Pathe newsreels capture the birdlike old lady in her 
apparently inappropriate shimmering garments, the anomaly in Alexandra’s 
sartorial biography.  By this late period she had indeed become removed from 
the reality of the modern world and wished only to be left alone.   These few 
occasions were atypical, however, of the decisions Alexandra had made over her 
fifty year career at the heart of the British monarchy.  Her ability to appear in 
evening wear which appealed to her peers and the public alike, as the evidence 
of this chapter has underscored, is illustrative of a woman firmly in touch with her 
reality. 
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Chapter 5 
Dressing for the Parts – Alexandra and Performative Dressing 
 
 ‘But what are we to wear?  As a rule this is the first exclamation on receipt of an 
invitation to a Fancy Ball’ Ardern Holt, 1884. 
 
Introduction 
Two images - a young, pensive looking Mary, Queen of Scots rests her arm on a 
chair back, looking away and beyond the camera that captures her.
1 (Fig. 5.1)  A 
more regal and stately Marguerite de Valois stands erect, a page bearing her 
train, as she similarly gazes into the distance beyond the photographer’s lens.
2 
(Fig.5.2) One woman, two glittering costume balls, a twenty six year gap and two 
surviving dresses.
3 
 
Considering these two garments as well as a range of other material, this chapter 
will explore through a combination of close object analysis and the textual record, 
some of the wider themes surrounding nineteenth century fancy dress balls. 
Given the different ‘roles’ that Alexandra was called upon to play throughout her 
life in the public eye the chapter will examine the manifestation of more specific 
role playing in terms of dressing up.  However, in spite of its more concentrated 
subject matter, the themes that emerge and demand investigation here cover a 
broader canvas.  As a mark of the strength of object led history, holding a 
spotlight over these garments serves to highlight a range of themes.  A third 
more problematic garment associated with Queen Alexandra requires some 
interpretation here for elements of it that might be described as fancy dress.  
Unraveling its provenance, whilst inconclusive, adds depth to the record of 
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1	 ﾠAlexandra,	 ﾠPrincess	 ﾠof	 ﾠWales	 ﾠas	 ﾠMary	 ﾠQueen	 ﾠof	 ﾠScots	 ﾠfor	 ﾠthe	 ﾠWaverley	 ﾠBall,	 ﾠ1871.	 ﾠ	 ﾠScottish	 ﾠNational	 ﾠ
Portrait	 ﾠGallery,	 ﾠunknown	 ﾠphotographer	 ﾠ
2	 ﾠAlexandra,	 ﾠPrincess	 ﾠof	 ﾠWales	 ﾠas	 ﾠMarguerite	 ﾠde	 ﾠValois	 ﾠfor	 ﾠthe	 ﾠDevonshire	 ﾠHouse	 ﾠBall,	 ﾠ1897.	 ﾠ	 ﾠV&A	 ﾠ
Picture	 ﾠLibrary.	 ﾠ	 ﾠJames	 ﾠLafayette.	 ﾠ
3	 ﾠThe	 ﾠred	 ﾠvelvet	 ﾠgown	 ﾠis	 ﾠnow	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠCeremonial	 ﾠDress	 ﾠCollection,	 ﾠKensington	 ﾠPalace	 ﾠand	 ﾠthe	 ﾠ
white	 ﾠsatin	 ﾠgown	 ﾠis	 ﾠheld	 ﾠat	 ﾠthe	 ﾠMuseum	 ﾠof	 ﾠLondon.	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surviving objects.  This methodology, interpreting the material culture, underpins 
this chapter as well as the project more generally. 
 
Closely allied to Alexandra’s choices of and feelings towards fancy dress balls, is 
her apparent interest in folk and national dress.  Through the pages of her travel 
journals and contemporary accounts, a picture emerges of her fascination with 
both the textiles and costumes of other cultures.  This section will ask why her 
surviving fancy dress costumes, or indeed any other of the recorded costumes 
that she wore, never displayed this interest in a material sense.  Earlier in the 
reign of Queen Victoria, the choice of the exotic character at a costume ball was 
considered vulgar:  ‘The emphasis continued to be on historical characters, 
which were considered to be in better taste than exotic or humorous ones.’
4  
During the last third of the nineteenth century, the styling of characters from 
‘other’ cultures was more acceptable, giving rise to a flurry of Cleopatras, Persian 
princesses and Japanese ladies.
5   
 
Before considering in any detail the surviving costumes it is important to establish 
their context within the cultural phenomenon that was the 19
th century costume 
ball.  There is a wealth of contemporary material recording such events.  Some 
takes the form of comprehensive photographic archives.
6  Other original sources 
consist of instruction manuals that gave advice and suggested themes for those 
attending a costume ball.
7  The most notable publication remains Stevenson & 
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4	 ﾠJarvis	 ﾠA	 ﾠ&	 ﾠRaine	 ﾠP,	 ﾠFancy	 ﾠDress,	 ﾠShire	 ﾠPublications	 ﾠLtd,	 ﾠAylesbury,	 ﾠ1984,	 ﾠp.14	 ﾠ
5	 ﾠAt	 ﾠthe	 ﾠ1897	 ﾠDevonshire	 ﾠHouse	 ﾠBall,	 ﾠthere	 ﾠwere	 ﾠno	 ﾠless	 ﾠthan	 ﾠthree	 ﾠCleopatras,	 ﾠQueen	 ﾠEsther	 ﾠof	 ﾠ
Persia	 ﾠand	 ﾠan	 ﾠAfrican	 ﾠQueen	 ﾠamongst	 ﾠthe	 ﾠguests.	 ﾠ	 ﾠSee	 ﾠalso	 ﾠKirk	 ﾠA,	 ﾠ‘Japonisme	 ﾠand	 ﾠFemininity:	 ﾠA	 ﾠStudy	 ﾠ
of	 ﾠJapanese	 ﾠDress	 ﾠin	 ﾠBritish	 ﾠand	 ﾠFrench	 ﾠArt	 ﾠand	 ﾠSociety	 ﾠc.1860-ﾭ‐c.1899’	 ﾠin	 ﾠCostume,	 ﾠNumber	 ﾠ42,	 ﾠ2008,	 ﾠ
pp.111-ﾭ‐129	 ﾠfor	 ﾠan	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠJapanese	 ﾠinfluence	 ﾠon	 ﾠfancy	 ﾠdress.	 ﾠ
6	 ﾠFor	 ﾠexample	 ﾠthe	 ﾠLafeyette	 ﾠcollection	 ﾠof	 ﾠthe	 ﾠDevonshire	 ﾠHouse	 ﾠBall	 ﾠin	 ﾠ1897	 ﾠfound	 ﾠat	 ﾠ
http://www.vam.ac.uk/vastatic/microsites/1158_lafayette/categories.php?category=dhb&&page_numbe
r	 ﾠ,	 ﾠthe	 ﾠalbum	 ﾠof	 ﾠcostumes	 ﾠfrom	 ﾠVictoria	 ﾠand	 ﾠAlbert’s	 ﾠfancy	 ﾠdress	 ﾠballs	 ﾠof	 ﾠ1842,	 ﾠ1845	 ﾠ&	 ﾠ1851	 ﾠas	 ﾠwell	 ﾠas	 ﾠ
individual	 ﾠimages	 ﾠthat	 ﾠcan	 ﾠbe	 ﾠfound	 ﾠin	 ﾠa	 ﾠwealth	 ﾠof	 ﾠarchives	 ﾠand	 ﾠrecord	 ﾠoffices.	 ﾠ
7	 ﾠHolt	 ﾠA,	 ﾠFancy	 ﾠDress	 ﾠDecscribed	 ﾠOr	 ﾠWhat	 ﾠto	 ﾠWear	 ﾠat	 ﾠFancy	 ﾠBalls,	 ﾠDebenham	 ﾠ&	 ﾠFreebody,	 ﾠLondon.	 ﾠ	 ﾠ
Bayard	 ﾠ	 ﾠM,	 ﾠWeldon’s	 ﾠPractical	 ﾠFancy	 ﾠDress,	 ﾠOr	 ﾠSuggestions	 ﾠfor	 ﾠfancy	 ﾠand	 ﾠcalico	 ﾠballs,	 ﾠalso	 ﾠfancy	 ﾠbazaars,	 ﾠ
Weldon	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1888	 ﾠ	 ﾠ
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Bennett’s Van Dyck in Check Trousers,
8 which studies the historical pattern of 
the costume ball and its antecedents from an art history perspective. Subsequent 
research into the nature of fancy balls is surprisingly thin. 
 
 In attempting to evaluate how royalty approached the social conventions of the 
fancy dress ball, I will examine other notable examples, principally the Imperial 
Russian balls of 1903 and the three occasions organized by Queen Victoria.  The 
conspicuous nature of these events as social platforms from which guests could 
display both the ingenuity of design and their wealth, makes the role of the royal 
guest potentially problematic.  Would other guests expect members of the Royal 
family to attend in garments that would outshine their own, complete with jewels 
in abundance?  Did tensions arise between members of the wealthy elite bidding 
to outdo all in a show of outrageous consumption?  Invitations for the largest and 
most anticipated events were highly coveted and the social competitiveness that 
arose is an element to consider here.
9 
 
Having established the societal context, the chapter moves on to examine 
Alexandra’s costume choices through close attention to the objects and to the 
characters they intended to represent.  This prompts an examination of some key 
themes: disguise and display, fantasy and ‘otherness’ and authenticity. One of 
the recurring themes of the study is the degree of agency Alexandra was able to 
exert over her appearance.  In the context of fancy dress, I will explore how this 
remains the same as other garments or if the nature of the event affected her 
ability to choose what she could wear.  Were her choices part of a wider narrative 
that concerned the construction and maintenance of her public image through 
dress? 
 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
8	 ﾠStevenson	 ﾠS	 ﾠ&	 ﾠBennett	 ﾠH,	 ﾠVan	 ﾠDyck	 ﾠin	 ﾠCheck	 ﾠTrousers	 ﾠ–	 ﾠFancy	 ﾠDress	 ﾠin	 ﾠArt	 ﾠand	 ﾠLife	 ﾠ1700-ﾭ‐1900,	 ﾠ
Scottish	 ﾠNational	 ﾠPortrait	 ﾠGallery,	 ﾠ1978	 ﾠ
9	 ﾠThe	 ﾠnational	 ﾠpress	 ﾠcalled	 ﾠthe	 ﾠDevonshire	 ﾠHouse	 ﾠBall	 ﾠ‘the	 ﾠball	 ﾠof	 ﾠthe	 ﾠcentury’	 ﾠbefore	 ﾠit	 ﾠhad	 ﾠeven	 ﾠ
taken	 ﾠplace,	 ﾠquoted	 ﾠin	 ﾠMurphy	 ﾠS,	 ﾠThe	 ﾠDuchess	 ﾠof	 ﾠDevonshire’s	 ﾠBall,	 ﾠSidgwick	 ﾠ&	 ﾠJackson,	 ﾠLondon,	 ﾠ1984,	 ﾠ
p.71	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Varying in scale and size but still allied to some degree to the costume ball, the 
temporary craze that was the tableau vivant requires some consideration.  There 
is evidence to demonstrate Alexandra’s occasional participation in these 
costumed scenes whose composition was carried out in private houses during 
country weekend visits.  In spite of the more intimate location of such 
entertainments, the elevation of the participants onto a stage-like space and the 
close observation entailed requires some evaluation here. 
 
Set within a different social environment to that which would be considered 
‘everyday’, even against other balls and special occasions, the culture of the 
costume ball offers a differently angled insight towards Alexandra’s clothed body. 
 
Folk and National Dress in the Life of Alexandra 
In February of 1869, the Prince and Princess of Wales were enjoying an 
extended tour of Europe and Egypt, stopping en route in Cairo.  Here Alexandra 
was invited to accept the hospitality of the Khedive’s harem, an opportunity she 
appeared to accept with enthusiasm.  Revealing the Princess’s interest in the 
nature of the women’s veils and fastenings, Lady Grey, Alexandra’s Lady in 
Waiting for the duration of the trip, wrote: ‘our eyebrows were painted, the thin 
veil was put over the upper and lower part of the face, and a thin kind of silk 
cloak or bournouse was put over us’.
10 Taking their leave of the Khedive’s 
palace, Alexandra and Mrs Grey proceeded to their lodgings, still dressed in their 
hostess’s garments, in the hope of creating confusion amongst their fellow 
travellers. 
 
It seems probable that an opportunity to disguise herself was an exciting 
diversion for the Princess.  Indeed, the tour as a whole had tried to cloak itself in 
an element of hidden identity, as Alexandra and Edward went under the 
assumed names of Mr and Mrs Williams; a bid to lessen the interest in their 
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 ﾠGrey,	 ﾠHon.	 ﾠMrs,	 ﾠJournal	 ﾠof	 ﾠa	 ﾠVisit	 ﾠto	 ﾠEgypt,	 ﾠConstantinople,	 ﾠthe	 ﾠCrimea,	 ﾠGreece,	 ﾠ&c	 ﾠin	 ﾠthe	 ﾠSuite	 ﾠof	 ﾠthe	 ﾠ
Prince	 ﾠand	 ﾠPrincess	 ﾠof	 ﾠWales,	 ﾠLondon,	 ﾠ1869,	 ﾠp.134	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progress.  The presence of Russell, correspondent to The Times, implies that 
this concealment was for immediate purpose only and not for the wider interest of 
the British public.
11  From Lady Grey’s detailed recounting of this episode it 
becomes apparent that the young Princess Alexandra relished the opportunity to 
play a role that was ‘other’ adopting a form of dress that was culturally different in 
style but also disguising in its form.
12 Her willingness to play a different part, to 
not be recognized hints at the carefree girl of her youth.  The novelist E.F. 
Benson recounts a story of an encounter in the palace gardens in Athens: ‘one 
day a young Englishman who had the privilege to sit and laze in the royal garden 
heard the sound of tripping feet and male laughter and female cries of dismay 
and round the corner of the rose pergola where he sat came King George kicking 
in front of him what had once been a hat.  Behind him tripped the Princess of 
Wales, shrilly protesting “I beg you not to George.  It is my hat, so rude of you!”
13  
This irreverent glimpse of royalty at play supports a picture of Alexandra that 
might relax into girlishness when not under public scrutiny. 
 
However, Alexandra’s private experience of disguise was recreated in her public 
life on occasion in London.  A report in The Queen 25 July 1878 described a Bal 
Masque attended by the Princess and held by Lord Carlingford and Frances 
Countess Waldegrave at Strawberry Hill: ‘The princess appeared in two different 
dominoes and did not discard the use of one until the evening was far advanced.  
She wore a lovely dress of dark crimson tulle sprinkled over with diamonds and 
diamond ornaments ensuite.’
14   Lord Esher noted of the same event, that a 
friend of the Prince and Princess of Wales, Helen Standish, and the Princess 
took advantage of their similar appearance: ‘…the Princess and Mrs Standish, 
dominoed alike, led the baffled dancers into endless confusion…’
15 The dominoe, 
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11	 ﾠRussell	 ﾠhimself	 ﾠalso	 ﾠremarked	 ﾠupon	 ﾠthe	 ﾠPrincess’s	 ﾠadventures	 ﾠin	 ﾠthe	 ﾠharem,	 ﾠalthough	 ﾠwhether	 ﾠhe	 ﾠ
saw	 ﾠthe	 ﾠgarments	 ﾠhimself	 ﾠor	 ﾠmerely	 ﾠpassed	 ﾠon	 ﾠthe	 ﾠtale	 ﾠis	 ﾠnot	 ﾠclear.	 ﾠRussell,	 ﾠWilliam	 ﾠHoward,	 ﾠA	 ﾠDiary	 ﾠ
in	 ﾠthe	 ﾠEast	 ﾠDuring	 ﾠthe	 ﾠTour	 ﾠof	 ﾠthe	 ﾠPrince	 ﾠand	 ﾠPrincess	 ﾠof	 ﾠWales,	 ﾠLondon,	 ﾠ1869,	 ﾠp.425	 ﾠ
12	 ﾠThis	 ﾠtrip	 ﾠwas	 ﾠundertaken	 ﾠin	 ﾠpart	 ﾠto	 ﾠallow	 ﾠAlexandra	 ﾠto	 ﾠrecuperate	 ﾠfrom	 ﾠthe	 ﾠrheumatic	 ﾠfever	 ﾠfrom	 ﾠ
which	 ﾠshe	 ﾠbecame	 ﾠdangerously	 ﾠill	 ﾠfollowing	 ﾠthe	 ﾠbirth	 ﾠof	 ﾠher	 ﾠdaughter	 ﾠLouise.  	 ﾠ
13	 ﾠBenson	 ﾠE.F,	 ﾠAs	 ﾠWe	 ﾠWere,	 ﾠLongmans	 ﾠGreen	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1930,	 ﾠp.140	 ﾠ
14	 ﾠThe	 ﾠQueen	 ﾠ–	 ﾠLady’s	 ﾠNewspaper	 ﾠand	 ﾠCourt	 ﾠChronicle,	 ﾠJuly	 ﾠ25	 ﾠ1878,	 ﾠp.80C	 ﾠ
15	 ﾠEsher	 ﾠR,	 ﾠCloud	 ﾠCapp’d	 ﾠTowers,	 ﾠMurray,	 ﾠLondon,	 ﾠ1927,	 ﾠp.163	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 174	 ﾠ
an all enveloping garment that disguised the identity of the wearer, perhaps 
offered Alexandra an evening of relative anonymity where fancy dress could not; 
an example of the merits of disguise versus display and an alternate experience 
from her more usual one of public visibility. 
 
This desire to occasionally go ‘incognito’ features within the pages of Alexandra’s 
biographies.  Her ability to visit her daughter in law undetected has been 
described already in in Chapter 3 but she took other opportunities as they arose.  
Tisdall records in his biography: ‘When King Edward was away from Marlborough 
House she used to send out a lady in waiting to borrow a car from one of her 
friends’ thus bowling about the capital in relative privacy.
16 Impromptu decisions 
such as this allowed Alexandra some anonymous moments in an otherwise 
public life, her support of the London Hospital a case in point: ‘Alexandra would 
arrive at ‘the London’ without warning.  She knew all the nurses and she liked to 
make tea in the matron’s room.’
17 Edward’s friend Richard Haldane recorded his 
own experience of royal subterfuge whilst motoring around the Austrian 
countryside: ‘He proposed to me one day that we should go in plain clothes as 
though we were Austrians…As we were passing a little roadside inn with a 
wooden table in front of it, the King stopped and said, ‘Here I will stand treat’.  He 
ordered coffee for two and then he said, ‘Now I am going to pay.  I shall take care 
to give only a small tip to the woman in case she suspects who I am.’’
18 As King 
and Queen, Edward and Alexandra valued these moments of relative normality.
19  
Alexandra was to become skilled at playing different parts in her life – that of 
Princess, mother, hostess, nurse and regal Queen, thus those opportunities that 
allowed her briefly to be none of those things appear to have been eagerly 
enjoyed. 
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16	 ﾠTisdall	 ﾠE.P,	 ﾠUnpredictable	 ﾠQueen,	 ﾠStanley	 ﾠPaul	 ﾠ&	 ﾠCo	 ﾠLtd,	 ﾠLondon,	 ﾠ1953,	 ﾠp.200	 ﾠ
17	 ﾠDuff	 ﾠD,	 ﾠAlexandra,	 ﾠPrincess	 ﾠand	 ﾠQueen,	 ﾠWilliam	 ﾠCollins	 ﾠ&	 ﾠSon,	 ﾠLondon,	 ﾠ1980,	 ﾠp.149	 ﾠ
18	 ﾠHough	 ﾠR,	 ﾠEdward	 ﾠand	 ﾠAlexandra	 ﾠ–	 ﾠtheir	 ﾠPrivate	 ﾠand	 ﾠPublic	 ﾠLives,	 ﾠHodder	 ﾠ&	 ﾠStaughton,	 ﾠLondon,	 ﾠ
1992,	 ﾠpp.228-ﾭ‐9.	 ﾠ
19	 ﾠDuring	 ﾠa	 ﾠvisit	 ﾠto	 ﾠthe	 ﾠIsle	 ﾠof	 ﾠMan	 ﾠthe	 ﾠnovelist	 ﾠSir	 ﾠHall	 ﾠCaine	 ﾠdescribed	 ﾠthe	 ﾠroyal	 ﾠcouple’s	 ﾠdrive	 ﾠ
around	 ﾠthe	 ﾠisland:	 ﾠ‘Just	 ﾠa	 ﾠgentleman	 ﾠin	 ﾠa	 ﾠlounge	 ﾠsuit	 ﾠand	 ﾠtwo	 ﾠladies	 ﾠwearing	 ﾠblack	 ﾠsailor	 ﾠhats,	 ﾠdriving	 ﾠ
in	 ﾠan	 ﾠordinary	 ﾠhired	 ﾠlandau’.	 ﾠTisdall	 ﾠE.P,	 ﾠp.207.	 ﾠ	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Alexandra’s interest in the customs and details of national costume was a lifelong 
fascination.  She was adept at making diplomatic clothing choices that 
incorporated elements of national dress or local textile production in relation to 
the countries that she travelled through.
20 An instructive insight into the appeal 
that national dress traditions held for Alexandra is revealed in the writing of the 
French-Romanian author Hélène Vacaresco who met the Princess during a stay 
at Balmoral.  Alexandra visited the young Hélène in her rooms and asked: ‘You 
will wear your Roumanian costumes tonight at dinner?  I shall be so glad to see 
them.  We once found a doll at a fancy fair dressed in Roumanian costume; but 
we could not tell whether the costume was really like the picturesque garb worn 
by your peasants.’
21  She proceeded to look through the various garments that 
the young writer had brought with her, apparently asking detailed questions 
about different aspects of garments and how they would be worn.  She then 
asked which one Hélène intended to wear to dinner.  On being shown a glittering 
example, Alexandra displayed her astute assessment of dressing for the right 
occasion: ‘It is very beautiful indeed but rather heavy and gaudy for you’.  
Selecting another: ‘she uttered a cry of admiration, “Oh how nice!  Why do not 
you wear this?  It is so simple yet so tasteful.  I am sure this coarse red skirt 
embroidered with thick yellow flowers with a gleam of gold thread seen here and 
there must bear some charming meaning.  There is something in this costume 
that appeals to my imagination.’
22  Having chosen a garment influenced by the 
aesthetics of the Tzigane people of Romania, Alexandra knew which costume 
would strike the correct note for the evening.
23 
 
Annotated photographs taken by Alexandra from her travel journals now kept in 
the Royal Photographic Archive illustrate further her fascination.  From Crete to 
Corfu, Cairo to Oran, Alexandra photographed and painted examples of national 
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 ﾠSee	 ﾠChapter	 ﾠ2	 ﾠfor	 ﾠa	 ﾠmore	 ﾠdetailed	 ﾠanalysis	 ﾠof	 ﾠthis	 ﾠ‘diplomatic	 ﾠdressing.’	 ﾠ
21	 ﾠVacaresco	 ﾠH,	 ﾠKings	 ﾠand	 ﾠQueens	 ﾠI	 ﾠhave	 ﾠKnown,	 ﾠHarper	 ﾠand	 ﾠBrothers,	 ﾠLondon,	 ﾠ1904,	 ﾠp.74	 ﾠ
22	 ﾠVacaresco,	 ﾠp.76	 ﾠ
23	 ﾠThis	 ﾠwould	 ﾠnot	 ﾠhave	 ﾠbeen	 ﾠan	 ﾠoriginal	 ﾠpiece	 ﾠof	 ﾠfolk	 ﾠdress	 ﾠbut	 ﾠone	 ﾠwhich	 ﾠtook	 ﾠsome	 ﾠof	 ﾠits	 ﾠstylistic	 ﾠ
influences	 ﾠfrom	 ﾠthe	 ﾠcultural	 ﾠheritage	 ﾠof	 ﾠthe	 ﾠTzigane.	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dress.  In one image, taken of her daughter Maud and a local Greek woman, 
Alexandra wrote underneath in red ink; ‘Maud & Peasant.  Taken to show the 
difference in waists!’
24  
 
The origins of Alexandra’s sympathy towards what is essentially a folk dress 
aesthetic do not lie with a single, recognisable Danish national dress.  Whilst 
there were a variety of regional peasant festival dresses, there was not a single, 
identifying tradition that represented the Danish nation.  In the 18
th century there 
was a movement towards the creation of a national costume and in 1788 there 
was a public competition that ran, with the question ‘Is it useful or 
disadvantageous to introduce a national dress?’
25  The consensus came back 
with a rejection of the idea.  In the 1840s, however, the idea resurfaced and was 
further emphasized with the abolishment of the absolutist monarchy.  It seems 
likely that as a girl, the young Alexandra would have had some contact with the 
cultural life of her city.  She was not closeted in the nursery as was the fate of 
many contemporary Royal children, and as her husband to be most certainly 
was.  Her early experiences took her into the bustle of the contemporary Danish 
metropolis: ‘The children were well known around Copenhagen and were often 
seen walking in the city…strolling through the old market where the women wore 
colourful national costumes.’
26  These brief occurrences aside however, 
Alexandra’s exposure to a large part of her Danish heritage appears to have 
been limited.
27  At a general level, the influence of Danish national dress appears 
to have been almost non-existent.
28 
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24	 ﾠRoyal	 ﾠPhotographic	 ﾠCollection,	 ﾠRPC	 ﾠ03/0065/36	 ﾠ
25	 ﾠQuoted	 ﾠin	 ﾠRiegels	 ﾠMelchior	 ﾠM,	 ﾠDress	 ﾠand	 ﾠFashion	 ﾠin	 ﾠDenmark,	 ﾠCreative	 ﾠEncounters	 ﾠWorking	 ﾠPaper	 ﾠ
21,	 ﾠNovember	 ﾠ2008,	 ﾠnp	 ﾠ
26	 ﾠHall,	 ﾠp.6	 ﾠ
27	 ﾠAlthough	 ﾠGeorgina	 ﾠBattiscombe	 ﾠrefers	 ﾠto	 ﾠAlexandra’s	 ﾠ‘fiery	 ﾠpatriotism’	 ﾠshe	 ﾠdoes	 ﾠthen	 ﾠsuggest	 ﾠthat	 ﾠ
for	 ﾠall	 ﾠthe	 ﾠDanish	 ﾠroyal	 ﾠfamily’s	 ﾠpractical	 ﾠspirit,	 ﾠtheir	 ﾠ‘clannishness’,	 ﾠAlexandra’s	 ﾠcultural	 ﾠeducation	 ﾠ
was	 ﾠrestricted:	 ﾠ‘the	 ﾠDanish	 ﾠcultural	 ﾠrevival	 ﾠleft	 ﾠher	 ﾠuntouched.’ Battiscombe,	 ﾠp.4	 ﾠ
28	 ﾠAlbert	 ﾠRacinet’s	 ﾠsurvey	 ﾠof	 ﾠhistoric	 ﾠcostume	 ﾠfirst	 ﾠpublished	 ﾠ1876,	 ﾠwhich	 ﾠincluded	 ﾠcontemporary	 ﾠ
national	 ﾠdress,	 ﾠdid	 ﾠnot	 ﾠinclude	 ﾠany	 ﾠexamples	 ﾠfrom	 ﾠDenmark,	 ﾠalthough	 ﾠneighbouring	 ﾠEuropean	 ﾠ
countries	 ﾠwere	 ﾠwell	 ﾠrepresented.	 ﾠRacinet	 ﾠA,	 ﾠThe	 ﾠHistorical	 ﾠEncyclopaedia	 ﾠof	 ﾠCostume,	 ﾠStudio,	 ﾠLondon,	 ﾠ
1988.	 ﾠ	 ﾠThis	 ﾠis	 ﾠa	 ﾠfacsimile	 ﾠedition	 ﾠreproduced	 ﾠin	 ﾠthe	 ﾠtwentieth	 ﾠcentury	 ﾠwith	 ﾠthe	 ﾠoriginal	 ﾠtext	 ﾠand	 ﾠ
illustration	 ﾠ	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The Danish National Museum was founded in 1854, when Alexandra was ten.  It 
commissioned the Danish painter F. C. Lund to travel the country and paint the 
different forms of Danish dress then in use (Fig. 5.3). In 1863, the year of 
Alexandra’s marriage, Lund published his work, which by then consisted of thirty 
different examples.  Perhaps it was this multiplicity, which sparked Alexandra’s 
interest.  It is possible that had she grown up with a single clothed symbol of 
Danish nationalism, Alexandra’s engagement with other textile traditions would 
have been narrowed.  Familiar, however, with so many examples that were 
Danish but regionalized, Alexandra’s appreciation for the difference between and 
variation of such traditions may have been heightened.  It is possible that 
Alexandra’s practical skills in sewing, skills she acquired from an early age, gave 
rise to an interest in other folk arts such as embroidery.
29  There was certainly a 
Danish tradition in this form of textile art and as an adult Alexandra collected 
examples of local embroideries, knitted fabrics and lacework, as the 
miscellaneous expenses in her accounting ledgers demonstrates.  These 
acquisitions were certainly in part philanthropic and thus in a sense political 
purchases, but may also draw on her own interests in the survival of traditional 
techniques and textiles traditions.  A surviving sampler hints at this personal 
interest, consisting of samples of Danish folk weaving techniques, stitched 
together to form a long sampler, each piece labelled with a small piece of paper 
in Danish.
30  That this piece has survived where so much has not is perhaps 
indicative of Alexandra’s lifelong association with this form of national textile 
heritage. 
 
Alexandra married into a culture for which there was decidedly no tradition of 
national dress: ‘precisely because there was an early consciousness of the 
nation-state, an idea forged by war and politics, and in terms of dress, underlined 
by the Industrial Revolution which fostered the commercial benefits of the mass 
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 ﾠThere	 ﾠis	 ﾠa	 ﾠcomprehensive	 ﾠsurvey	 ﾠof	 ﾠthe	 ﾠDanish	 ﾠembroidery	 ﾠtradition	 ﾠin	 ﾠGostelow	 ﾠM,	 ﾠEmbroidery.	 ﾠ	 ﾠ
Traditional	 ﾠdesigns,	 ﾠtechniques	 ﾠand	 ﾠpatterns	 ﾠfrom	 ﾠall	 ﾠover	 ﾠthe	 ﾠworld,	 ﾠMarshall	 ﾠCavendish	 ﾠBooks	 ﾠLtd,	 ﾠ
1982,	 ﾠp.63-ﾭ‐69	 ﾠ
30	 ﾠDanish	 ﾠsampler,	 ﾠaccession	 ﾠnumber	 ﾠ1995.14,	 ﾠRoyal	 ﾠCeremonial	 ﾠDress	 ﾠCollection,	 ﾠKensington	 ﾠPalace.	 ﾠ	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market.’
31  This was not to say that there were not regional examples or, in the 
case of the Scots, the Welsh and the Irish, a national tradition.  Queen Victoria 
herself participated in the mythologizing of national dress in her appropriation of 
tartan as her visits to Scotland with Albert became more frequent.  In theory the 
history of tartan could have proved problematic for an English monarch – for 
much of the 18
th century the wearing of tartan was banned except in the British 
army where it came to symbolize the loyalty of the Scots regiments to the 
crown:
32  ‘Tartan as a sign of patriotic valour could also signify its final 
manifestation: heroic martyrdom.’
33  It was Sir Walter Scott who ultimately 
assisted in the adoption of tartan into ‘Britishness’ and thus Queen Victoria, with 
her sentimentality towards the Jacobites and her romanticized, Highland vision 
perpetuated by the likes of Scott, embraced the tartan cloth, from commissioning 
portraits of Albert in a kilt, to the decoration of her private apartments in Balmoral: 
‘The Queen even mounted Jacobite tableaux vivants at Balmoral.’
34  Alexandra 
appears to have been influenced to some degree by her mother-in-law’s 
appropriation of the tartan.  There are records of two early dresses that were 
both of a tartan pattern during her early years as Princess of Wales.
35 (Fig. 5.4) 
For two of Alexandra’s earliest surviving dresses to have been tartan suggests 
that in the early years of her marriage, she adopted the tradition in honour of her 
mother in law.  However, her own feelings towards the early Scottish sojourns is 
less equivocal, referring to their residence there as: ‘dear old melancholy 
Abergeldie’.
36 It would seem that in early embracing the tartan trend, Alexandra 
was ‘dressing up’ for her Queen, an early example of her tactical, even political 
statements in dress.  
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 ﾠRibeiro	 ﾠA,	 ﾠ‘On	 ﾠEnglishness	 ﾠin	 ﾠDress’	 ﾠin	 ﾠBreward	 ﾠC,	 ﾠConekin	 ﾠb	 ﾠ&	 ﾠCox	 ﾠC	 ﾠ(eds),	 ﾠThe	 ﾠEnglishness	 ﾠof	 ﾠ
English	 ﾠDress,	 ﾠBerg,	 ﾠOxford,	 ﾠ2002,	 ﾠp.17	 ﾠ
32	 ﾠFor	 ﾠa	 ﾠcomprehensive	 ﾠanalysis,	 ﾠsee	 ﾠPittock	 ﾠM,	 ﾠ‘Patriot	 ﾠDress	 ﾠ&	 ﾠPatriot	 ﾠGames:	 ﾠTartan	 ﾠfrom	 ﾠthe	 ﾠ
Jacobites	 ﾠto	 ﾠQueen	 ﾠVictoria’	 ﾠin	 ﾠMcCracken-ﾭ‐Flesher	 ﾠC	 ﾠ(ed),	 ﾠCulture,	 ﾠNation	 ﾠand	 ﾠthe	 ﾠNew	 ﾠScottish	 ﾠ
Parliament,	 ﾠAssociated	 ﾠUniversity	 ﾠPresses,	 ﾠNew	 ﾠJersey,	 ﾠ2007	 ﾠ
33	 ﾠPittock,	 ﾠp.162	 ﾠ
34	 ﾠPittock,	 ﾠp.169	 ﾠ
35	 ﾠThese	 ﾠdresses	 ﾠfeature	 ﾠin	 ﾠChapter	 ﾠ4	 ﾠalso,	 ﾠas	 ﾠthe	 ﾠearliest	 ﾠsurviving	 ﾠevening	 ﾠgowns	 ﾠassociated	 ﾠwith	 ﾠ
Alexandra.	 ﾠ
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 ﾠp.220	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The 19
th century fancy dress ball 
‘Masking’ or masquerading had been popular in Britain since the 18
th century, 
inspired by the tradition of the Italian carnivals.  This form of social disguise 
retained some popularity into the nineteenth century, although there were the 
beginnings of anxieties from some quarters about the propriety of such 
occasions:  ‘Because of the anonymity the masks gave, manners could be 
informal, behaviour free and flirtations and assignations not only possible but 
probable.’
37   By the time the Princess Victoria had ascended the throne, the rise 
of the costume ball as a more popular entertainment was underway: ‘Unlike the 
masquerades, where the participants were masked and incognito, at a fancy ball, 
masks were not usually worn and the emphasis was on the attractiveness and 
inventiveness of the costume chosen.’
38 
 
The contemporary publication Fancy Dress Described or What to Wear at Fancy 
Balls by Ardern Holt, illustrates in its 170 pages, just how popular these events 
had become by the middle of the nineteenth century (Fig. 5.5). The volume 
covered detailed descriptions, fabric and accessory suggestions and illustrations 
of the full cast of popular fancy dress costumes with instructions for the reader to 
follow through to construction.  Published by Debenham and Freebody, the book 
ran to six editions between 1879 and 1896 comprising an alphabetized list of 
suggested attire covering popular historical figures and allegorical characters.  
Mrs Holt’s advice tended towards the prescriptive in tone, but was nothing if not 
thorough.  Her suggestion for a costume based on ‘Fire’ ran as follows: ‘Black 
tulle evening dress over red silk, with tongues of flames formed of red tinsel at 
the hem, fringed bodice and skirt covered with red sequins, as also the veil; 
coronet of tinsel to resemble flames; ornaments, garnets.  Torch carried in hand.  
It may also be carried out with black and crimson velvet embroidered with flames, 
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 ﾠJarvis	 ﾠA	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 ﾠRaine	 ﾠP,	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 ﾠDress,	 ﾠShire	 ﾠPublications	 ﾠLtd,	 ﾠAylesbury,	 ﾠ1984,	 ﾠp.5	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or in flame colored and orange lisse.’
39 Naturally, Debenham and Freebody could 
supply any of the costumes described to order, as well as the component parts 
for those who preferred to make up the garments themselves.
40 
 
As Mrs Holt demonstrated, the list of available and socially acceptable costumes 
was vast, although there were those that were more popular and could be relied 
upon to make an appearance at the balls given during this period.  The 
romanticism of Sir Walter Scott’s novels captured the public imagination to the 
extent that a Rowena, an Amy Robsart, a Di Vernon or a Lucy Ashton was 
almost certain to materialize at the majority of costumed events. Rowena was 
one of Scott’s heroines from Ivanhoe, Amy Robsart was the ill-fated wife of Sir 
Robert Dudley in Kenilworth, Di Vernon was the brave and beautiful female 
character in Rob Roy and Lucy Ashton was the young romantic lead in The Bride 
of Lammermoor. Scott’s heroines: ‘…seemed to embody all the attributes which 
the young Victorian woman would have most liked to emulate but which the 
dictates of society made her unlikely to achieve.’
41 They were beautiful and 
brave, exhibiting qualities of courageousness and daring in a romanticized past, 
in the form of historical novel for which Sir Walter Scott was renowned. 
 
The social context of the fancy dress ball was well established by the time of the 
Princess Alexandra’s arrival in the UK.  It was available as a form of 
entertainment to most levels of society throughout the second half of the 
nineteenth century, excepting the poorest: ‘In one issue of The Queen alone, 14
th 
January 1893, there are accounts of the Lord Mayor of London’s Fancy dress 
Ball at the Mansion House, ‘A Pretty Fancy Ball for Children’ held at the 
Assembly Rooms, Southsea, in aid of the Portsmouth and South Hants Eye and 
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39	 ﾠHolt	 ﾠA,	 ﾠFancy	 ﾠDress	 ﾠDescribed	 ﾠor	 ﾠWhat	 ﾠto	 ﾠWear	 ﾠat	 ﾠFancy	 ﾠBalls,	 ﾠDebenham	 ﾠ&	 ﾠFreebody,	 ﾠLondon,	 ﾠ
Fourth	 ﾠEdition,	 ﾠ1894,	 ﾠp.87	 ﾠ
40	 ﾠIt	 ﾠis	 ﾠdifficult	 ﾠto	 ﾠquantify	 ﾠthe	 ﾠpopularity	 ﾠof	 ﾠsuch	 ﾠa	 ﾠpublication	 ﾠin	 ﾠterms	 ﾠof	 ﾠhow	 ﾠmany	 ﾠwomen	 ﾠactually	 ﾠ
consulted	 ﾠand	 ﾠconstructed	 ﾠgarments	 ﾠbased	 ﾠupon	 ﾠits	 ﾠadvice.	 ﾠ	 ﾠIt	 ﾠis	 ﾠsafe	 ﾠto	 ﾠassert,	 ﾠhowever,	 ﾠthat	 ﾠthis	 ﾠand	 ﾠ
the	 ﾠother	 ﾠpublications	 ﾠof	 ﾠits	 ﾠtype	 ﾠwere	 ﾠcommon	 ﾠand	 ﾠpublished	 ﾠin	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 ﾠquantities,	 ﾠthus	 ﾠsuggesting	 ﾠ
that	 ﾠthere	 ﾠwas	 ﾠa	 ﾠhigh	 ﾠdemand	 ﾠfor	 ﾠsuch	 ﾠinstructional	 ﾠguides.  
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Ear Infirmary, of the Annual Fancy Dress Ball at the Drill Hall, Merthyr Tydfil, in 
aid of the General Hospital, and of several private balls, of which a ‘successful 
Fancy Ball was given at Maple Heyes near Lichfield, in honour of the coming of 
age of Mr W Worthington, son of Mr A. O. Worthington JP on the 10
th inst’ is a 
typical example.’
42 
 
Fancy dress was appropriate for civic occasions, such as the tercentenary 
celebrations of Shakespeare’s birth, at which a fancy dress ball was central to 
the evening’s entertainment.
43  They were frequently associated with charitable 
benefits, to mark the opening of a new building, to celebrate a birthday or to 
welcome persons of note to a city, as in the case of the Mayor’s Grand Fancy 
Dress Ball given in Liverpool in 1863 to honour the arrival of the Channel Fleet.  
Two thousand invitations were sent and from this one ball it is possible to assess 
in some measure, the industry that surrounded fancy dress. Within days of the 
announcement, there was a rash of advertisements to tempt those invited.  J&W 
Jeffery & Co had the pleasure of announcing a large variety of fancy dress which 
could be viewed: ‘show rooms lighted with gas will be appointed for their display 
of which notice will be given.’
44  In the same issue J.A Bioletti announced his 
intention of hiring special assistants from Paris for the dressing of hair, and of 
providing costume ball moustaches guaranteed not to fall off, Nathans of London 
opened showrooms in Liverpool, making costumes to order and Charles Powell 
& Co held a book of costumes to assist clients with cosmetics, taking on six extra 
male coiffeurs from Manchester for the occasion.
45  That a single occasion such 
as this generated so much local and, in the case of Nathans, national income is 
an indication of the scale of the fashion for fancy dress by this period. 
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 ﾠJarvis	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 ﾠNumerous	 ﾠadvertisements	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 ﾠcolumn	 ﾠinches	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 ﾠparticular	 ﾠevent	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More examples of contemporary advertisements imply that women at the higher 
end of society would expect to attend at least one, if not more, fancy dress balls 
annually as an anticipated part of the social calendar.  Nathans, one of the 
biggest and oldest establishments specializing in theatrical and fancy dress, 
advertised regularly in the national press, promoting their new ranges of 
costumes: ‘suitable for the approaching Season.’
46  Implicit in this line is the 
expectation that clients would pre-order a fancy dress garment as part of their 
wardrobe for the months ahead.  The short notice given by the announcements 
of some of these balls certainly suggests that for the most part, those invited 
would already have a suitable costume. For many families at the upper end of 
the social scale, ancestral garments formed the basis for fancy dress costumes, 
lending a distinctly 18
th century flavor to many gatherings.
47 (Fig. 5.6) 
 
Evidence for the popularity of costume balls at a more provincial level can be 
gleaned from the very many reports of such occasions in the local press, as well 
as the circulation of instructional manuals such as Mrs Holt’s and others.  For an 
occasion such as: ‘a works party given at the Portman Rooms for the members 
and employees of Messrs Shoolbred & Co’ there were options to suit all purses.
48 
The firms advertising in Marie Schild’s costume book include costumiers such as 
Pottertons on The Strand, garments to hire from B.J. Simmons & Co and 
trimmings such as ’23 inch tinsel tissue for fancy dress interlinings’ supplied by 
Stagg & Mantle.
49  These alone indicate the variety of suppliers from custom 
made, to costumes for hire and materials for homemade costumes. 
 
Alexandra’s place in the midst of this popular phenomenon is problematic.  That 
she took part in fancy dress at certain times during her royal career is a given, 
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 ﾠThe	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 ﾠFor	 ﾠexample,	 ﾠMaud	 ﾠMessel	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 ﾠElizabeth	 ﾠLinley,	 ﾠwife	 ﾠof	 ﾠRichard	 ﾠBrinsley	 ﾠSheridan	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 ﾠ
costume	 ﾠballs	 ﾠin	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 ﾠoriginal	 ﾠ18th	 ﾠcentury	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 ﾠla	 ﾠHaye	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Fashion	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 ﾠPhilip	 ﾠWilson,	 ﾠLondon,	 ﾠ2005,	 ﾠp.78	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 ﾠ1982,	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having two surviving garments from which to work.  The extent to which she was 
a regular participant in such occasions is more difficult to ascertain.  References 
to her attendance at any fancy dress balls are non-existent.  Besides the three 
well documented occasions in 1871, 1874 and 1897 to which the two surviving 
garments belong, reported instances of Alexandra in fancy dress do not appear 
in the contemporary press.  Given that Alexandra’s appearance was an often-
reported feature of daily news, this omission would appear to infer that she took 
part in such entertainments rarely. 
 
 
Fancy Dress & Royalty 
The attendance of Royalty at grand occasions of masquerade and fancy dress 
was not exceptional in the 19th century.  It was in the May of 1842 that Queen 
Victoria and Prince Albert held the first of their bal costumes in a bid to bolster 
the declining British silk industry: ‘by requesting the two thousand invited guests 
to wear accurate historical costume of any period or country, or national dress, 
made of Spitalfields silk.’
50  The Royal couple drafted in the expertise of the 
costume historian James Robinson Planché to advise upon the styling of their 
costumes.  Whilst their guests might choose from any number of eras and types 
of fancy costume, Victoria and Albert decided upon the medieval figures of 
Queen Philippa and Edward III, accompanied by members of the Royal 
Household in the garb of fourteenth century courtiers.
51 Landseer’s portrait of the 
Queen and Prince Consort is illustrative of the brocades, velvets and furs of 
which the costumes were made, no remnant of either now surviving.
52 (Fig.5.7) In 
spite of the call for historical accuracy, both Victoria and Albert ‘improved’ 
somewhat upon the clothing as depicted upon the tomb effigies of their medieval 
predecessors in Westminster Abbey, a customization that gave her gown a 
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50	 ﾠStaniland	 ﾠK,	 ﾠIn	 ﾠRoyal	 ﾠFashion,	 ﾠMuseum	 ﾠof	 ﾠLondon	 ﾠpublications,	 ﾠLondon,	 ﾠ1997,	 ﾠp.134	 ﾠ
51	 ﾠAs	 ﾠa	 ﾠprominent	 ﾠsupporter	 ﾠof	 ﾠthe	 ﾠcontemporary	 ﾠEnglish	 ﾠweaving	 ﾠindustry,	 ﾠQueen	 ﾠPhilippa	 ﾠwas	 ﾠ
ostensibly	 ﾠQueen	 ﾠVictoria’s	 ﾠmedieval	 ﾠcounterpart.  	 ﾠ
52	 ﾠImages	 ﾠof	 ﾠthe	 ﾠcostumes	 ﾠwere	 ﾠwidely	 ﾠdisseminated.	 ﾠ	 ﾠWoodcut	 ﾠprints	 ﾠwere	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 ﾠin	 ﾠthe	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London	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 ﾠedition,	 ﾠand	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 ﾠan	 ﾠalbum	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 ﾠ
costumes	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 ﾠSouvenir	 ﾠof	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 ﾠCostumé,	 ﾠLondon,	 ﾠ1843	 ﾠ	 ﾠ
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modern silhouette.  In reality she digressed hardly at all from her customary 
shape.  Public interest in the young Queen’s costume was demonstrated the day 
before the ball, permission having been granted to the dressmaker Vouillon & 
Laure to exhibit the dress at their premises: ‘250 carriages of the élite of the 
aristocracy and beau monde crowded to see it.’
53   
 
Victoria’s call for historical accuracy, her adherence to a ‘safe’ characterization 
and the subsequent publication of her own image and that of some of the other 
prominent guests, both in the daily press and in the form of an album, set the 
precedent for those that followed.  Alexandra’s consistency in following a similar 
pattern of female royal participation may suggest that she took, in part at least, 
some inspiration from her mother in law. 
 
Where Victoria’s balls were based on supporting domestic industries, those of 
other contemporary monarchies demonstrated the political bias that such 
entertainments could display.  In 1903, Emperor Nicholas II of Russia gave two 
Winter Costume Balls to mark the bicentennial of the founding of the city of 
Petersburg.
54  The invitations specified the dress code: ‘Ladies and gentlemen to 
come in costumes from the time of Tsar Alexey Mikhailovich.’
55 Nicholas revelled 
in the finer points of militaristic display, attending the many and varied 
presentations of troops that were a regular part of his duties as Emperor: ‘The 
tedium of such occasions was reduced for Nicholas by the fact that, unlike his 
father, he loved military display.’
56 The choice of the seventeenth century 
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 ﾠyoung	 ﾠTsar	 ﾠwas	 ﾠnot	 ﾠan	 ﾠadmirer	 ﾠof	 ﾠPeter	 ﾠthe	 ﾠGreat	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 ﾠso	 ﾠinstead	 ﾠhe	 ﾠchose	 ﾠto	 ﾠhold	 ﾠtwo	 ﾠcostume	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 ﾠ
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 ﾠRussian	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Russian nobility appealed to Nicholas’s autocratic views and his self-perception 
as military leader in a feudal hierarchy.
57  (Fig.5.8)  
 
It is possible too, that he was inspired by a similar event held by his cousin, the 
German Kaiser Wilhelm, with whom he had kept a regular correspondence in the 
early years of his reign. The Kaiser’s instructions for the occasion in 1897 were 
clear: ‘The Kaiser has appointed the most prominent Professors of the Royal 
Academy to design the costumes for the fancy dress ball fixed for Feb 24 at the 
Royal Castle.  The officers are to appear in the uniforms of their regiments as 
worn at the period represented, viz. 1797.’
58  He later reported the success of the 
occasion to his cousin in Russia: ‘Our ball went off very well and the effect was 
simply magical, like a dream of old days gone past.’
59 The examples of Germany 
and Russia used the sartorial vestments of a dynasty to make a broader and 
highly politicized mark.  The intention was to display a military dominance that 
stretched across the centuries, hailing the achievements of their martial 
antecedents to reinforce contemporary Imperial power. Unlike the seemingly 
more frivolous examples in Britain, the Russian experience was of a more 
conservative nature, the men dressing either in copies of seventeenth century 
uniform or as ancestral family members and the women wearing elaborate 
brocaded sarafans in keeping with their aristocratic forbears.  It is possible to 
compare costumes more directly as each occasion saw the publication of an 
album of photographs capturing the guests in costume. A common factor present 
at these events however, both in England, Germany and Russia, was the 
presence of foreign ambassadors, ensuring that the occasions were noted at an 
international level.   
 
The result of Nicholas’s endeavours in 1903 was an occasion remarkable for its 
paradox. The programme for the evening’s entertainment was meant to highlight 
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all of the strongest elements of Muscovite culture, but were rife with 
contradictions from the choice of the European design of the venue to the 
Russian styled opera, which was in fact part of a more European tradition. The 
costumes themselves were not the authentic garments, uncontaminated by 
Western European influence that Nicholas imagined they were: ‘Petersburg high 
society hired Russia’s premier tailors and dressmakers, all trained in European 
design, to create their costumes.’
60  Although the fabrics used to make the 
costumes were sourced from Russian textile manufacturers, the irony, in their bid 
for an authentic display, was that the Muscovite aristocracy of the seventeenth 
century was more cosmopolitan in its acquisitions: ‘In the seventeenth century 
the imperial couple’s clothing was undoubtedly made from brocades and silks 
imported from China, Persia and Italy, since the Muscovite court ordered only the 
finest fabrics for court dress.’
61 (Fig.5.9) Much anticipation pre-empted the ball in 
Russia: ‘ “No one is capable of talking about anything but the ball in Saint 
Petersburg” wrote Count P.S. Sheremet’ev in his diary. “Tailors and dressmakers 
are arriving every minute.” Moreover, “everyone kept their costume a secret, in 
order to surprise other guests on the night.”’
62  Lady Randolph Churchill 
described similar scenes in London prior to the 1897 Devonshire House Ball: 
‘With bated breath and solemn mien a fair dame would whisper to some few 
dozen or more that she was going to represent the Queen of Cyprus or Aspasia, 
Fredegonde or Petrarch’s Laura; but the secret must be kept.’
63 
 
The Empress Alexandra chose to attend as the wife of Tsar Alexey Mikhailovich 
Romanov, the ancestor that Nicholas II himself portrayed for the occasion.  It was 
an unsurprising choice for the Imperial couple, devoted as they were.  Whilst the 
Emperor had given orders for an appropriate costume: ‘something full length and 
not too garish’, the Empress desired ‘that His Majesty’s attire should resemble 
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hers.’
64  Her costume was based upon an ancient icon that the Imperial family 
worshipped, lending her appearance a religious as well as a royal significance.  
The official photograph of the Empress shows a sombre and serious 
countenance in spite of the magnificence of the robe she is wearing.
65 
 
The Empress embodied a sovereign of her adopted country.  She represented a 
loyal wife, revered in Russian iconography, the gown made by the celebrated 
wardrobe mistress of the Imperial Theatres, A.F. Ivashchenko, with adornments 
by Fabergé, constructed in the form of a traditionally styled sarafan. The 
Empress had never been popular with the Russian people and was less well 
versed in the art of dress as a political or diplomatic tool, a point illustrated in the 
young Empress’s participation in a waltz during the ball: ‘the idea of the Empress 
waltzing in her Muscovite robes was precisely the social gaffe that Nikolai Grech 
had warned Russian women against fifty years earlier.  One guest even 
commented that many of the women had difficulty in waltzing in Muscovite 
clothing.’
66   
 
If the underlying principle of the Russian balls was highly politicized, there were 
still elements of the spectacle which resonated with those of the British 
aristocracy.  What these comparative examples demonstrate is that the 
monarchies in question used fancy dress to reinforce issues of their own identity.  
Where other social groups used the opportunity to dress up as a means to either 
disguise or blur their usual identity, prominent royal figures used costume balls to 
underline their status, dressing as their predecessors to underpin their place in 
the monarchical hierarchy 
 
 
The surviving garments 
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It was as one of Sir Walter Scott’s most famous literary heroines that Alexandra, 
Princess of Wales chose to appear at the Waverley Ball in 1871.
67 (Fig.5.10) The 
dress now resides in the Royal Ceremonial Dress Collection at Kensington 
Palace in a somewhat altered condition, since it was subsequently remodelled as 
a costume for the Marlborough House Ball of 1874.  It is still, however, easily 
recognizable from its first incarnation.  The dressmaker’s label identifies Mme 
Elise as responsible for the dress as it is now, although whether she was 
commissioned with the remodelling only of the garment for its later outing in 1874 
is not known.
68  The dress as described in The Times for the Marlborough House 
Ball of 1874 matches the existing appearance of the garment now:  ‘Her Royal 
Highness wore a ruby coloured Venetian dress, with a blue front to the skirt, 
sewn with jewels and gold embroidery. The close sleeves were of ruby velvet 
with blue satin puffings, gold embroidered; the small ruff was edged with gold, 
and the body of the dress covered with strings of pearls; but the most charming 
and becoming part of this magnificent costume, was the small, close velvet cap, 
laced and covered with jewels of marvelous splendour.’
69 
 
A closer study of the style and execution of the surviving garments, even in the 
absence of an accompanying historical record, may yet reveal some of the 
tensions that existed for so prominent a guest at these events.  A number of 
photographic portraits were taken of the Princess of Wales in her ruby velvet 
gown representing Mary Queen of Scots for the eagerly anticipated Waverley 
Ball of 1871.  The Court Journal reported that: ‘The demand for tickets reached 
to such a fever heat, that for nearly a week past the committee have found it 
necessary to resort to the expedient of doubling the price of the tickets to lessen 
in some measure the pressure put upon them.’  Of the Princess of Wales, the 
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 ﾠMrs.	 ﾠHolt	 ﾠchose	 ﾠto	 ﾠdescribe	 ﾠin	 ﾠdetail	 ﾠthe	 ﾠgown	 ﾠitself	 ﾠin	 ﾠFancy	 ﾠDress	 ﾠDescribed:	 ﾠ‘The	 ﾠPrincess	 ﾠof	 ﾠ
Wales,	 ﾠas	 ﾠMary	 ﾠStuart,	 ﾠat	 ﾠthe	 ﾠWaverley	 ﾠBall,	 ﾠwore	 ﾠa	 ﾠpetticoat	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 ﾠcloth	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 ﾠgold	 ﾠembroidered	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a	 ﾠdress	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 ﾠruby	 ﾠvelvet	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 ﾠpoint-ﾭ‐lace,	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 ﾠpuff	 ﾠat	 ﾠthe	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 ﾠcoming	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 ﾠthe	 ﾠwrist;	 ﾠthe	 ﾠbodice	 ﾠruby	 ﾠvelvet,	 ﾠthe	 ﾠstomacher	 ﾠ
worked	 ﾠwith	 ﾠprecious	 ﾠstones;	 ﾠhead-ﾭ‐dress	 ﾠof	 ﾠruby	 ﾠvelvet	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 ﾠdiamonds	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 ﾠof	 ﾠ
lisse,	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 ﾠgirdle	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report continued: ‘No less fair than the hapless original, but born to a purer life 
and a happier fate, the Princess of Wales as Marie Stuart moved with a quiet, 
pensive grace that, while it was all her own was nonetheless true to the character 
she had assumed.’
70   
 
This assessment of Alexandra’s appearance and the easy comparison with her 
chosen character hints at the relationship that contemporary Victorian society 
had formed with the ‘story’ of Mary Queen of Scots.  Jane Elizabeth Lewis has 
examined the phenomena of Mary Stuart’s ‘legend’ as it has been shaped across 
generations, and in her introductory paragraphs, stresses that: ‘The reader will 
understand that by ‘Mary Queen of Scots, I refer as much to an image or an idea 
as to a historical woman.’
71  In Lewis’s estimation, Mary Queen of Scots had 
become part of what she calls the ‘fiction of Britain’, the construction of an 
imagined past based on certain historical figures, through art, poetry, plays and 
novels. (Fig. 5.11)
72 The political propaganda that blew up around Mary in her 
lifetime and for the centuries after her death, clouded most of the facts of her 
life.
73 In Victorian Britain there were two Marys.  There was the rather saccharine 
martyred Mary of portraiture: ‘Many canvases captured a lady of ethereal 
loveliness, one who – when not occupied with her needle or the feeding of her 
doves – was usually to be found enduring some distress with every flounce, 
rosette and sausage curl in place.’
74  The ‘other’ Mary was, ‘..the more 
demanding (and more psychologically convincing) Stuart Queen of Walter 
Scott.’
75  The Victorian appropriation of Mary was the more sentimental, where 
Scott’s character was tempered with political machination and scheming.  These 
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two ‘fictions’ create some complexity to Alexandra’s choice – she was a Victorian 
woman dressing as a martyred Catholic Queen for the memorial of a male author 
whose character was both beautiful and charming but manipulative and 
scheming.   
 
The actuality of the Princess of Wale’s decision to dress as Mary Queen of 
Scots, may of course be far simpler.  The volume of image-making relating to 
Mary Stuart in the nineteenth century may have been a contributory factor: 
‘Between 1820 and 1892 the Royal Academy alone displayed fifty six new 
scenes from Mary’s life.’
76  The seeming popularity of the iconography of Mary at 
this time, may have offered some correlation to Alexandra as a popular female 
Royal herself.
77 Given that the Waverley Ball was a fundraiser and a celebration 
of Sir Walter Scott, it is thus fair to suggest that Alexandra was attending as an 
image of Mary and not as the historical figure, a supposition supported by Sara 
Stevenson: ‘It is notable that in several of the major balls, Mary Queen of Scots 
turns up as a character out of Scott’s novel rather than an historical individual.’
78 
 
There is more evidence suggesting that choosing to dress up as Mary Queen of 
Scots was in fact rather commonplace.  As early as 1742, Horace Walpole wrote 
in a letter to Horace Mann of a costume ball that he had attended that there 
were: ‘dozens of ugly Queens of Scots’
79 whilst over 140 years later, the satirist 
George du Maurier illustrated the continuing over abundance of ‘Marys’ in a 
Punch cartoon of 1885, in which rather ironically under the title of ‘Who’d Have 
Thought It?’ a rather ageing Queen of Scots is chatting over tea with a Horace 
Walpole.
80  
 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
76	 ﾠLewis,	 ﾠp.173	 ﾠ
77	 ﾠOne	 ﾠof	 ﾠthe	 ﾠmost	 ﾠpopular	 ﾠcontemporary	 ﾠbiographies	 ﾠwas	 ﾠAgnes	 ﾠStrickland’s	 ﾠLife	 ﾠof	 ﾠMary	 ﾠQueen	 ﾠof	 ﾠ
Scots.	 ﾠ	 ﾠStrickland	 ﾠherself	 ﾠdescribed	 ﾠit	 ﾠas	 ﾠa	 ﾠvindication	 ﾠof	 ﾠthe	 ﾠStuart	 ﾠQueen	 ﾠand	 ﾠis	 ﾠa	 ﾠvolume	 ﾠthat	 ﾠ
Alexandra	 ﾠmay	 ﾠhave	 ﾠencountered.  	 ﾠ
78	 ﾠStevenson	 ﾠ&	 ﾠBennett,	 ﾠp.8	 ﾠ
79	 ﾠToynbee	 ﾠP,	 ﾠThe	 ﾠLetters	 ﾠof	 ﾠHorace	 ﾠWalpole,	 ﾠVol	 ﾠ1,	 ﾠThe	 ﾠClarendon	 ﾠPress,	 ﾠOxford,	 ﾠ1903,	 ﾠp.181	 ﾠ
80	 ﾠArdern	 ﾠHolt’s	 ﾠadvice	 ﾠregarding	 ﾠMary	 ﾠoffered	 ﾠtwo	 ﾠalternatives,	 ﾠboth	 ﾠillustrated	 ﾠin	 ﾠher	 ﾠmanual.	 ﾠHolt,	 ﾠ
Plate	 ﾠVIII,	 ﾠp.147	 ﾠ	 ﾠ
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The reality of life behind the serene photograph marking the occasion and the 
contemporary journalistic hyperbole that accompanied her appearance may have 
been quite different.  In 1871 Alexandra was a very different Princess to the 
young girl who had arrived in England eight years earlier.  Although Mary, Queen 
of Scots was a popular choice for Alexandra to make for the occasion of a Scott 
inspired event, here was a Princess living with a number of newly realized 
realities in terms of marriage, motherhood and life as a prominent Royal figure.
81   
 
It is possible that in opting to dress as Mary Queen of Scots, the Princess of 
Wales was able to appear both to conform in a populist choice of garment and 
transgress the complex character that Mary was in the nineteenth century.  It 
may be an example of the duality in dress that Alexandra was to show on other 
occasions, that she struck a positive note with her audience at the same time as 
telling an alternate but largely private story.
82 
 
Three years later, Alexandra reinvented her look and her gown closer to home, 
for the Marlborough House Ball in 1874.  Even a cursory glance at the garment in 
its current appearance beside a photograph of Alexandra at the Waverley Ball is 
enough to confirm that it is indeed the same dress, in spite of the overhaul it 
received at the hands of Mme Elise.  The rich magenta velvet of the bodice and 
skirt, the duck egg blue silk satin trimming on sleeves and skirt, the applied gold 
braid and diamante gems are all recognizable in both images. It is an interesting 
facet to this garment that it was not worn for a single event but was reinvented for 
a second public occasion.  It might be supposed that Alexandra simply disliked 
the fuss that accompanied the planning of a fancy dress ball and its costumes.  
However, Lady Constance Battersea records in her memoirs a conversation she 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
81	 ﾠThe	 ﾠmost	 ﾠrecent	 ﾠof	 ﾠthese	 ﾠtragic	 ﾠrealties	 ﾠwas	 ﾠthe	 ﾠdeath	 ﾠin	 ﾠApril	 ﾠof	 ﾠthat	 ﾠyear	 ﾠof	 ﾠher	 ﾠthird	 ﾠson,	 ﾠ
Alexander	 ﾠJohn,	 ﾠborn	 ﾠprematurely	 ﾠand	 ﾠalive	 ﾠfor	 ﾠonly	 ﾠtwenty	 ﾠfour	 ﾠhours.	 ﾠ	 ﾠThe	 ﾠloss	 ﾠof	 ﾠher	 ﾠbaby,	 ﾠwhich	 ﾠ
was	 ﾠto	 ﾠbe	 ﾠher	 ﾠlast	 ﾠpregnancy,	 ﾠmust	 ﾠstill	 ﾠhave	 ﾠbeen	 ﾠraw	 ﾠwhen,	 ﾠonly	 ﾠthree	 ﾠmonths	 ﾠlater	 ﾠshe	 ﾠattended	 ﾠ
the	 ﾠWaverley	 ﾠBall.	 ﾠ
82	 ﾠTwo	 ﾠother	 ﾠnotable	 ﾠexamples	 ﾠof	 ﾠthis	 ﾠwould	 ﾠbe	 ﾠthe	 ﾠBrussels	 ﾠlace	 ﾠinside	 ﾠthe	 ﾠwedding	 ﾠdress	 ﾠand	 ﾠthe	 ﾠ
Danish	 ﾠstyle	 ﾠof	 ﾠembroidered	 ﾠcrowns	 ﾠon	 ﾠthe	 ﾠCoronation	 ﾠrobe.	 ﾠ	 ﾠSee	 ﾠchapter	 ﾠtwo	 ﾠfor	 ﾠa	 ﾠfurther	 ﾠanalysis	 ﾠ
of	 ﾠthese	 ﾠgarments.	 ﾠ	 ﾠ
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had with the then widowed Queen Alexandra in 1912: ‘When later I ventured to 
mention fancy dress parties to Queen Alexandra, Her Majesty quite warmed to 
the subject and said “Oh it is a capital entertainment; it means three weeks of 
amusing preparation, and as long after the event in talking it over, and then in 
being photographed in costume”’.
83  The memory of her enthusiasm for the 
occasions suggests that her approach to the creation of a fancy dress garment 
was a positive and active one.   
 
Across London, closeted in another collection, is the second of Alexandra’s 
surviving fancy dress gowns, worn to the glittering Devonshire House Ball of 
1897.  Hosted by the indomitable ‘Double’ Duchess of Devonshire, the ball was 
inspired by the diamond jubilee of Queen Victoria and was intended to be the 
most glittering event of the season.  Invitations were fiercely sought and 
preparations by the guests meticulous.  Lady Randolph Churchill recalled: 
‘Historical books were ransacked for inspirations, old pictures and engravings 
were studied and people became quite learned in respect to past celebrities of 
whom they had never before heard.’
84  Each of the splendid costumes was 
captured by the photographer James Lafeyette: ‘in a special photographic studio 
tent erected in the grounds in which Lafeyette labored until 4.00am the following 
morning.’
85 
 
 The dress exists now in some fragility at the Museum of London.  Made from 
white satin and richly decorated with an applied polychromatic scheme of 
sequins and spangles, Alexandra dazzled as Marguerite de Valois of France.  
Unlike its earlier counterpart, this garment is not identified by a maker’s label. 
(Fig. 5.12) 
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83	 ﾠBattersea,	 ﾠLady	 ﾠConstance,	 ﾠReminiscences,	 ﾠMacmillan	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1922,	 ﾠp.358	 ﾠ
84	 ﾠCornwallis-ﾭ‐West	 ﾠG,	 ﾠThe	 ﾠReminiscences	 ﾠof	 ﾠLady	 ﾠRandolph	 ﾠChurchill,	 ﾠCedric	 ﾠChivers	 ﾠLtd,	 ﾠBath,	 ﾠ1973,	 ﾠ
p301	 ﾠ
85	 ﾠPepper	 ﾠT,	 ﾠHigh	 ﾠSociety:	 ﾠPhotographs	 ﾠ1897-ﾭ‐1914,	 ﾠThe	 ﾠNational	 ﾠPortrait	 ﾠGallery	 ﾠPublications,	 ﾠLondon,	 ﾠ
1998,	 ﾠp20	 ﾠ	 ﾠ
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Unlike a large number of other couture houses and theatrical costumiers who 
swiftly advertised their clients for the event, none appear to have claimed 
responsibility for Alexandra’s dress for this event.  A clue may lie, however, in a 
closer study of Princess Maud’s gown.  Maud’s dress remained intact and was 
featured in the recent exhibition Style and Splendour; The Wardrobe of Queen 
Maud of Norway at the Victoria and Albert Museum.
86   
 
A closer study of the image of Alexandra at the ball, next to the photograph of 
Maud’s dress reveals that the sleeves appear to be of the same design; strips of 
satin running lengthways down the arm revealing puffs of white chiffon in 
between.  The satin is decorated with small diamante rosettes which are just 
discernible along the sleeves of Alexandra’s dress.  Morin Blossier was certainly 
Alexandra’s favourite couture house in the 1890s, evidenced in the accounts 
ledgers that record the sums paid to her many suppliers.   The Parisian 
establishment’s probable commission is supported in an entry recorded in the 
Wardrobe Accounts of 1898.  A large retrospective sum of £501/0/8d was paid to 
Morin Blossier for an order from 1897, the payment for which appears on the first 
page of the accounts.
87 
 
The Princess of Wale’s choice of characterization is once again an interesting 
one.  Marguerite de Valois, born in 1553, was the daughter of Henry II of France 
and Catherine de Medici.  Her life was a tumultuous one of an arranged, 
unhappy marriage, a failed coup d’etat against her brother, imprisonment and 
divorce, culminating in the publication of her memoirs, prompting widespread 
scandal at the time.  As with Mary however, there was an alternate Marguerite, a 
fictional construct of greater familiarity perhaps to readers and opera 
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86	 ﾠThe	 ﾠcatalogue	 ﾠdescribes	 ﾠit	 ﾠthus:	 ﾠ‘Princess	 ﾠMaud’s	 ﾠdress	 ﾠwas	 ﾠmade	 ﾠby	 ﾠMorin	 ﾠBlossier	 ﾠof	 ﾠpink	 ﾠsatin	 ﾠ
appliquéd	 ﾠwith	 ﾠa	 ﾠsheer	 ﾠfabric	 ﾠof	 ﾠsilk	 ﾠand	 ﾠsilver	 ﾠthread	 ﾠin	 ﾠa	 ﾠlattice	 ﾠpattern.	 ﾠ	 ﾠSilver	 ﾠsequins	 ﾠand	 ﾠsilver	 ﾠ
and	 ﾠglass	 ﾠbeads	 ﾠedge	 ﾠthe	 ﾠappliqué.	 ﾠ	 ﾠDiamanté	 ﾠforms	 ﾠrosettes	 ﾠon	 ﾠthe	 ﾠgown	 ﾠand	 ﾠdecorates	 ﾠthe	 ﾠmachine	 ﾠ
lace	 ﾠcollar	 ﾠand	 ﾠcuffs.’Kjellberg	 ﾠA	 ﾠ&	 ﾠNorth	 ﾠS,	 ﾠStyle	 ﾠand	 ﾠSplendour,	 ﾠThe	 ﾠWardrobe	 ﾠof	 ﾠQueen	 ﾠMaud	 ﾠof	 ﾠ
Norway,	 ﾠV&A	 ﾠPublications,	 ﾠLondon,	 ﾠ2005,	 ﾠp78	 ﾠ
87	 ﾠRoyal	 ﾠArchives	 ﾠ	 ﾠ-ﾭ‐	 ﾠRA	 ﾠVIC/Add	 ﾠA	 ﾠ21-ﾭ‐22/A	 ﾠFolio	 ﾠ27.	 ﾠI	 ﾠhave	 ﾠmade	 ﾠa	 ﾠnumber	 ﾠof	 ﾠattempts	 ﾠto	 ﾠtrace	 ﾠ
business	 ﾠrecords	 ﾠfor	 ﾠMorin	 ﾠBlossier	 ﾠin	 ﾠParis	 ﾠbut	 ﾠfollowing	 ﾠcorrespondence	 ﾠwith	 ﾠa	 ﾠnumber	 ﾠof	 ﾠ
archivists	 ﾠit	 ﾠappears	 ﾠthat	 ﾠthey	 ﾠsimply	 ﾠhave	 ﾠnot	 ﾠsurvived.	 ﾠ	 ﾠ
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officianadoes of the nineteenth century.  La Reine Margot is a fictionalized and 
indeed romanticized account by Alexandre Dumas of the events surrounding 
Marguerite’s marriage whilst Shakespeare’s Love’s Labour’s Lost is based upon 
an attempt at reconciliation with her husband.  The character of Marguerite has a 
central and heroic role in Meyerbeer’s opera Les Huguenots first shown in 1836.  
As an opera lover, it may have been this last depiction of the French queen that 
Alexandra ‘knew’. (Fig. 5.13) It was too, according to Ardern Holt, a more 
generally popular fancy dress choice, appearing as the first colour plate in Fancy 
Dresses Described.
88   
 
The Devonshire House Ball aspired, through its costumes, to a high point of 
historical accuracy.  Certain commentators stressed the efforts to which guests 
went to achieve such sartorial precision: ‘The Costumes, most of them 
archaeologically correct, and copied from old pictures, permitted every licence in 
point of expense and magnificence, and ladies and gentlemen both freely availed 
themselves of the opportunity.’
89  In the London papers, Alexandra’s Marguerite 
was lavishly complimented as was her youth and beauty.
90  However, the 
reporter for the Freeman’s Journal and Daily Commercial Advertiser in Dublin, 
took a slightly different view of the Princess’s costume, noting of her appearance 
only: ‘the Princess, too modern and too like herself in a Paris dress.’
91  The 
photographic record of Alexandra at the ball certainly supports this assessment, 
as aside from the wired collar, excess of jewellery and slashed sleeves, the cut 
and construction is that of a contemporary evening dress.  There was a long 
precedent for this approach towards historical characters.  Queen Victoria’s 
costume for her bal costumé of 1851 saw her dressed in supposedly 16
th century 
style: ‘The neck and sleeves were trimmed with antique lace but, even so, the 
composition and the narrow waisted, full skirted silhouette are unmistakably 
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88	 ﾠHolt,	 ﾠPlate	 ﾠ1,	 ﾠp.10	 ﾠ
89	 ﾠGreville	 ﾠLady	 ﾠViolet,	 ﾠThe	 ﾠGraphic,	 ﾠSaturday	 ﾠ10	 ﾠJuly	 ﾠ1897,	 ﾠIssue	 ﾠ1441,	 ﾠp.78-ﾭ‐79	 ﾠ
90	 ﾠA	 ﾠtypical	 ﾠexample	 ﾠappeared	 ﾠin	 ﾠThe	 ﾠPall	 ﾠMall	 ﾠGazette,	 ﾠSaturday	 ﾠ3	 ﾠJuly	 ﾠ1897,	 ﾠIssue	 ﾠ10069,	 ﾠp.7	 ﾠ
91	 ﾠFreeman’s	 ﾠJournal	 ﾠand	 ﾠDaily	 ﾠCommercial	 ﾠAdvertiser,	 ﾠDublin,	 ﾠMonday	 ﾠ5	 ﾠJuly	 ﾠ1897,	 ﾠp.6	 ﾠ	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those of 1851.’
92  Holt explains at the earliest opportunity in the introduction to 
her volume of costumes that: ‘It does not purport to be an authority in the matter 
of costumes for, as a rule, the historical dresses worn on such occasions are 
lamentably incorrect.’
93 
 
To strive towards greater historical accuracy at costume balls was a rationale 
much admired in certain quarters during the 19
th century.  To copy portraits of the 
Old Masters or to recreate the look of the ancestors lent a degree of gravitas to 
the frivolity of the costume ball.
94  Whilst some certainly tried to adopt a liberated 
approach to historical representations of dress, as Lafeyette’s images from the 
Devonshire House Ball demonstrate, for many the influence and the 
underpinnings of contemporary dress were too difficult to abandon. (Fig. 5.14) 
 
A useful comparison might be drawn from the experience of Mary, Lady Curzon, 
Vicereine of India from 1899-1905.
95 (Fig. 5.15) She attended costume balls 
annually during her years in India, often creating her costumes from elements of 
garments in her wardrobe: ‘she maintained her viceregal authority even on these 
occasions, however her fancy dress does give an important signal of her 
subjectivity beyond her viceregal persona.’
96  A photograph that Mary sent to her 
father in 1903 shows her dressed as a former Vicereine of the early 1800s.
97 The 
dress itself makes one or two stylistic references to the early 19th century, but is 
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92	 ﾠStevenson	 ﾠ&	 ﾠBennett,	 ﾠp.70	 ﾠ
93	 ﾠHolt,	 ﾠp.1	 ﾠ
94	 ﾠJames	 ﾠRobinson	 ﾠPlanche,	 ﾠwho	 ﾠoversaw	 ﾠthe	 ﾠcostuming	 ﾠof	 ﾠVictoria	 ﾠand	 ﾠAlbert	 ﾠat	 ﾠtheir	 ﾠfirst	 ﾠball	 ﾠin	 ﾠ
1842,	 ﾠwas	 ﾠa	 ﾠprominent	 ﾠcontemporary	 ﾠhistorian	 ﾠof	 ﾠdress.	 ﾠ	 ﾠHe	 ﾠwrote	 ﾠin	 ﾠhis	 ﾠHistory	 ﾠof	 ﾠBritish	 ﾠCostume	 ﾠof	 ﾠ
1834:	 ﾠ‘Information	 ﾠof	 ﾠsome	 ﾠdescription	 ﾠmust	 ﾠbe	 ﾠblended	 ﾠwith	 ﾠevery	 ﾠrecreation	 ﾠto	 ﾠrender	 ﾠit	 ﾠtruly	 ﾠ
acceptable	 ﾠto	 ﾠthe	 ﾠpublic.	 ﾠ	 ﾠThe	 ﾠtaste	 ﾠfor	 ﾠthe	 ﾠcorrect	 ﾠconception	 ﾠof	 ﾠthe	 ﾠarms	 ﾠand	 ﾠhabits	 ﾠof	 ﾠour	 ﾠancestors	 ﾠ
has	 ﾠof	 ﾠlate	 ﾠyears	 ﾠrapidly	 ﾠdiffused	 ﾠitself	 ﾠthroughout	 ﾠEurope.’Planche	 ﾠJ	 ﾠR,	 ﾠThe	 ﾠHistory	 ﾠof	 ﾠBritish	 ﾠCostume,	 ﾠ
Charles	 ﾠKnight,	 ﾠLondon,	 ﾠ1834,	 ﾠp.xi	 ﾠ
95	 ﾠAlthough	 ﾠyounger	 ﾠthan	 ﾠAlexandra	 ﾠ(she	 ﾠwas	 ﾠborn	 ﾠin	 ﾠ1870)	 ﾠher	 ﾠsartorial	 ﾠreputation	 ﾠand	 ﾠher	 ﾠposition	 ﾠ
of	 ﾠsupremacy	 ﾠin	 ﾠIndia,	 ﾠsecond	 ﾠonly	 ﾠto	 ﾠthe	 ﾠQueen,	 ﾠmirrors	 ﾠto	 ﾠsome	 ﾠdegree	 ﾠthe	 ﾠposition	 ﾠthat	 ﾠAlexandra	 ﾠ
herself	 ﾠheld.  See Chapter 1 for more of Lady Curzon’s role in Alexandra’s sartorial life.	 ﾠ
96	 ﾠThomas	 ﾠN,	 ﾠ‘Embodying	 ﾠimperial	 ﾠspectacle:	 ﾠdressing	 ﾠLady	 ﾠCurzon,	 ﾠVicereine	 ﾠof	 ﾠIndia	 ﾠ1899-ﾭ‐1905’	 ﾠin	 ﾠ
Cultural	 ﾠGeographies,	 ﾠVol	 ﾠ14	 ﾠ(3),	 ﾠ2007,	 ﾠp.382	 ﾠ
97	 ﾠHer	 ﾠacute	 ﾠbodily	 ﾠawareness	 ﾠis	 ﾠdemonstrated	 ﾠthrough	 ﾠthe	 ﾠpasting	 ﾠof	 ﾠa	 ﾠsmall	 ﾠpiece	 ﾠof	 ﾠwhite	 ﾠpaper	 ﾠ
over	 ﾠher	 ﾠface	 ﾠand	 ﾠshe	 ﾠhas	 ﾠexplained	 ﾠat	 ﾠthe	 ﾠbottom	 ﾠof	 ﾠthe	 ﾠimage:	 ﾠ‘my	 ﾠface	 ﾠis	 ﾠso	 ﾠawful	 ﾠthat	 ﾠI	 ﾠhave	 ﾠpasted	 ﾠ
it	 ﾠout.	 ﾠ	 ﾠThe	 ﾠphoto	 ﾠwas	 ﾠtaken	 ﾠby	 ﾠflashlight’.	 ﾠThomas,	 ﾠp.382	 ﾠ	 ﾠ
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in essence a contemporary evening dress, signaling a reluctance shared by the 
Princess of Wales to make a grand historical statement.  Mary Curzon prided 
herself on her ability to make the correct assessment of expectations in terms of 
her appearance.
98  She was not averse, however, to indulging in a degree of 
fantasy in her dress choices at costume balls which both reinforced her actual 
position but also represented her subverted desires: ‘for an evening in October 
1905 Mary became Berengaria of Navarre, wife of Richard the Lionheart, with 
her daughters Irene and Cynthia dressed as her pages alongside fully costumed 
male attendants who were members of the Viceroy’s household staff.  Her choice 
of costume for her last fancy dress ball in India reveals the enduring strength of 
her own subjectivity as a Queen within a viceregal court.’
99 
 
If the historical precision of the costumes worn by both Alexandra and Mary 
Curzon was lacking, it is perhaps through the characterization itself that both 
women were making their points.  By dressing as Queens, they expressed their 
hierarchical positions and their desires to be perceived at the pinnacle of their 
respective hierarchies.  If fancy dress is indeed an opportunity to subvert the 
social norm, then it could be argued that in certain respects this is what 
Alexandra was doing.  The norm for all of her adult life had been as Princess of 
Wales, the Queen-in-waiting.  To appear as a Queen at occasions such as these 
allowed her to maintain her place of precedence in Society, but also to fantasise 
in the role of Queen.   As Mary Queen of Scots and as Marguerite de Valois, an 
accurate transformation would perhaps have been too problematic for Alexandra, 
and perhaps too daunting a departure feted as she was for her general good 
taste in dress.  She appeared at both the Waverley Ball and at the Devonshire 
House Ball, as herself but also as the self she was waiting to become. 
 
This may once more indicate a sense of public versus private.  In public 
Alexandra chose fancy dress costumes that were, to a large degree, safely styled 
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 ﾠSee	 ﾠChapter	 ﾠ1	 ﾠfor	 ﾠthe	 ﾠaccount	 ﾠof	 ﾠher	 ﾠhorror	 ﾠat	 ﾠwhat	 ﾠshe	 ﾠconsidered	 ﾠto	 ﾠbe	 ﾠthe	 ﾠsartorial	 ﾠfaux	 ﾠpas	 ﾠ
made	 ﾠby	 ﾠPrincess	 ﾠMary	 ﾠat	 ﾠthe	 ﾠDelhi	 ﾠDurbhar	 ﾠof	 ﾠ1903.	 ﾠ
99	 ﾠThomas,	 ﾠp.384	 ﾠ	 ﾠ
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with a contemporary silhouette. At her more informal moments away from public 
occasion, her dress became simplified whilst in public she maintained the 
sartorial expectations of the stately, elegant Princess. 
 
Events such as the fancy balls, at which the Princess of Wales was such a 
prominent figure and whose costumes underwent a high degree of scrutiny, 
meant that personal preference in the choice of costume was less important than 
maintaining the status quo. At each of these three highly visible entertainments, 
Alexandra attended, in almost all respects, as herself; three balls, two garments, 
three Queens.  Unlike so many of the other guests whose costumes permitted 
them to reveal another facet of themselves, Alexandra’s choices were ultimately 
safe.  Perhaps the establishment could not allow the future Queen Consort of 
England to appear as a Greek peasant or an Egyptian princess.  The social 
hierarchy and the concept of a rigid class structure that was such a large part of 
Victorian society, could only tolerate a certain degree of deviation.  The Princess 
of Wales at the very top of this social structure had to represent the wealthy, 
privileged aristocracy even at such lighthearted displays as these.  
 
 
Mystery Object 
There is a third garment associated with Alexandra, which may fall under the 
category of fancy dress, although details of its construction are problematic.  The 
academic unpicking of it perhaps forms one of the best examples of object based 
methodology and the conclusions the researcher might draw from such material.  
The object in question is a pink cloak, now in the collections of the Royal Ontario 
Museum, Toronto.
100  The cloak is a voluminous garment of unlined pink velvet, 
trimmed with appliquéd silver spangles and fastening centre front with plain 
pewter buttons.
101 (Fig. 5.16) 
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100	 ﾠAccession	 ﾠnumber	 ﾠ959.271,	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠToronto	 ﾠ
101	 ﾠThe	 ﾠcloak	 ﾠwas	 ﾠpart	 ﾠof	 ﾠthe	 ﾠpurchase	 ﾠby	 ﾠthe	 ﾠmuseum	 ﾠof	 ﾠa	 ﾠnumber	 ﾠof	 ﾠgarments	 ﾠformerly	 ﾠbelonging	 ﾠto	 ﾠ
Queen	 ﾠAlexandra	 ﾠfrom	 ﾠa	 ﾠColonel	 ﾠFlanagan,	 ﾠa	 ﾠretired	 ﾠCanadian	 ﾠmilitary	 ﾠman	 ﾠturned	 ﾠcollector.	 ﾠ	 ﾠThe	 ﾠ	 ﾠ
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The auction catalogue entry for the garment reads: ’41. Rose pink velvet robe cut 
with full skirt and train and long cape: trimmed with silver buttons and narrow 
galloon of silver sequins.  Worn by HM the Queen at the wedding of the Grand 
Duchess Xenia, daughter of Czar Alexander III to HRH the Duke of Edinburgh at 
Peterhof Palace ($30.00)’
102 Immediately this entry begs some significant 
questions.  It was supposedly worn to the Russian wedding over another of the 
gowns also purchased by Col. Flanagan – a white Princess line dress appliquéd 
with gold laurel wreaths.
103  In the ROM catalogue this dress was described as a 
1905 gown worn during a State visit to Portugal, details which seemed to sit at 
odds with the gown’s style.  It transpired that this gown had been wrongly 
catalogued, describing an entirely different piece from the same auction.  This is 
a clear example of the caution with which an object-based researcher should 
treat museum records.  Over the years they can have been mis-typed, wrongly 
interpreted or mis-catalogued, as is the case here.  The sheer number of 
accession cards and the different systems applied to them over the years makes 
a curator’s job a difficult one when trying to interpret former work. The cut and 
construction of the cloak was not one associated with the 1890s, posing a 
number of further questions. 
 
The dress, then, under which this cloak was supposedly worn should correctly 
have been identified as that worn to the wedding of Alexandra’s niece Xenia in 
1894.
104  Here too the records are flawed, however.  The catalogue entry states 
that Xenia married the Duke of Edinburgh in 1894 when she did in fact marry a 
Russian Grand Duke.
105 The style of the cloak suggested, then, that it too may 
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items	 ﾠwere	 ﾠpurchased	 ﾠin	 ﾠ1941	 ﾠbut	 ﾠColonel	 ﾠFlanagan	 ﾠhad	 ﾠhimself	 ﾠbought	 ﾠthe	 ﾠgarments	 ﾠat	 ﾠthe	 ﾠ1937	 ﾠ
auction	 ﾠof	 ﾠQueen	 ﾠAlexandra’s	 ﾠclothing,	 ﾠwhich	 ﾠtook	 ﾠplace	 ﾠat	 ﾠthe	 ﾠAnderson	 ﾠGalleries	 ﾠin	 ﾠNew	 ﾠYork.  	 ﾠ
102	 ﾠAuction	 ﾠcatalogue:	 ﾠAnderson	 ﾠGalleries	 ﾠInc,	 ﾠRoyal	 ﾠRobes	 ﾠand	 ﾠState	 ﾠGowns,	 ﾠAmerican	 ﾠArt	 ﾠAssociation,	 ﾠ
New	 ﾠYork,	 ﾠ1937,	 ﾠp.20	 ﾠ
103	 ﾠAccession	 ﾠnumber	 ﾠ942.12.2	 ﾠ
104	 ﾠXenia	 ﾠwas	 ﾠa	 ﾠyounger	 ﾠdaughter	 ﾠof	 ﾠAlexandra’s	 ﾠsister	 ﾠDagmar,	 ﾠMaria	 ﾠFeodorovna	 ﾠEmpress	 ﾠof	 ﾠRussia.	 ﾠ
105	 ﾠThe	 ﾠDuke	 ﾠof	 ﾠEdinburgh,	 ﾠEdward	 ﾠVII’s	 ﾠyounger	 ﾠbrother,	 ﾠmarried	 ﾠa	 ﾠRussian	 ﾠGrand	 ﾠDuchess	 ﾠin	 ﾠ1874,	 ﾠ
a	 ﾠceremony	 ﾠwhich	 ﾠboth	 ﾠEdward	 ﾠand	 ﾠAlexandra	 ﾠattended	 ﾠin	 ﾠSt	 ﾠPetersburg.  	 ﾠ	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have been wrongly attributed and could actually have been worn on the occasion 
of the earlier Russian wedding. 
The cloak is unlined and bears no makers label but there was one identifying 
mark which proved to be of some significance.
106  The stamped backmark of the 
buttons revealed them to have been made by the Parisian firm T. W & W.  An 
unpublished paper by the American button collector Mary Pat Whaley is 
instructive here: ‘The two best-known French button makers are Albert Parent & 
Company (most commonly backmarked as A.P. & C
ie) and Trelon, Weldon & 
Weil (most commonly backmarked as T.W. &W.)’
107	 ﾠ
 
Mary Pat’s research included a table of French buttons which ascribed date 
ranges to particular backmarks for T.W & W.  This information placed the date of 
the button to no earlier than 1903.  Conservators had confirmed that both the 
buttonholes and the thread attaching the buttons were original and so the 
garment became something entirely different to either of the catalogue entries to 
which it belonged.
108  
 
This appears to leave the pink velvet cloak as either one of two things.  It is either 
a very contemporary early twentieth century cloak taking inspiration from the 
Japanese kimono or it is an object of fancy dress.
109  The popularity of the 
Japanese style at this time is evidenced in the number of surviving cloaks from 
the period that might offer some similarities.  The Kyoto Institute in Japan has a 
number of such pieces, stating that: ‘In the early twentieth century, ostentatious 
kabuki costumes gained popularity around the time when the kimono style was 
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 ﾠIt	 ﾠis	 ﾠnot	 ﾠclear	 ﾠif	 ﾠthe	 ﾠcloak	 ﾠmay	 ﾠhave	 ﾠbeen	 ﾠlined	 ﾠat	 ﾠsome	 ﾠstage.	 ﾠ	 ﾠThere	 ﾠis	 ﾠno	 ﾠevidence	 ﾠof	 ﾠthat	 ﾠnow	 ﾠbut	 ﾠ
it	 ﾠis	 ﾠpossible	 ﾠthat	 ﾠthis	 ﾠmight	 ﾠhave	 ﾠbeen	 ﾠthe	 ﾠcase	 ﾠwhen	 ﾠit	 ﾠwas	 ﾠfirst	 ﾠconstructed.	 ﾠ
107	 ﾠWhaley	 ﾠM.P,	 ﾠParis	 ﾠBacks,	 ﾠunpublished	 ﾠpaper,	 ﾠp.2	 ﾠ
108	 ﾠKarla	 ﾠLivingston,	 ﾠthe	 ﾠtextile	 ﾠtechnician	 ﾠat	 ﾠthe	 ﾠRoyal	 ﾠOntario	 ﾠMuseum	 ﾠand	 ﾠI	 ﾠstudied	 ﾠthis	 ﾠgarment	 ﾠ
carefully.	 ﾠ	 ﾠShe	 ﾠwas	 ﾠconvinced	 ﾠthat	 ﾠthe	 ﾠbuttons	 ﾠwere	 ﾠoriginal,	 ﾠpartly	 ﾠbecause	 ﾠthe	 ﾠthread	 ﾠcolour	 ﾠ
matched	 ﾠexactly	 ﾠthat	 ﾠused	 ﾠelsewhere	 ﾠon	 ﾠthe	 ﾠcloak	 ﾠand	 ﾠpartly	 ﾠbecause	 ﾠthere	 ﾠwere	 ﾠno	 ﾠother	 ﾠthread	 ﾠ
holes	 ﾠor	 ﾠmarks	 ﾠto	 ﾠsuggest	 ﾠthe	 ﾠremoval	 ﾠor	 ﾠreplacement	 ﾠof	 ﾠbuttons	 ﾠat	 ﾠany	 ﾠtime.	 ﾠ
109	 ﾠThe	 ﾠfragile	 ﾠnature	 ﾠof	 ﾠthe	 ﾠsilver	 ﾠtrim	 ﾠwhich	 ﾠwas	 ﾠshedding	 ﾠspangles	 ﾠat	 ﾠan	 ﾠalarming	 ﾠrate	 ﾠmade	 ﾠit	 ﾠ
impossible	 ﾠto	 ﾠmount	 ﾠon	 ﾠa	 ﾠmannequin.	 ﾠ	 ﾠLying	 ﾠflat,	 ﾠthe	 ﾠgarment	 ﾠis	 ﾠmuch	 ﾠmore	 ﾠdifficult	 ﾠto	 ﾠimagine	 ﾠas	 ﾠa	 ﾠ
three	 ﾠdimensional	 ﾠpiece	 ﾠand	 ﾠso	 ﾠits	 ﾠposition	 ﾠon	 ﾠthe	 ﾠbody	 ﾠis	 ﾠdifficult	 ﾠto	 ﾠdetermine.	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 200	 ﾠ
popular in Western Europe...The silhouette of nukiemon, the dropped collar at 
the back in kabuki dress, is also adapted.’
110  The deep falling collar of the pink 
cloak does share this stylistic detail with the kabuki costume. (Fig. 5.17) 
 
The silver ‘galloon’ or trim is the detail which poses some obstacles to the 
definitive attribution of this garment as an early twentieth century Japanese 
inspired evening cloak. (Fig. 5.18)  It does not have the appearance of a finely 
crafted piece of couture, which might be expected of the evening cloaks of the 
period and status of Queen Alexandra.  It does, however, appear similar to the 
kinds of spangled trimmings being offered by companies such as Stag & Mantle 
in the catalogues of their fancy dress wares, trims such as the: ‘E323 Narrow 
Spangle Edging in Gold or Silver price 2 ¾ d a yard’ or ‘E331 Tinsel Gimp in 
Gold or Silver 1 ½ inch, 3 ¾ d a yard’
111 This suspicion was confirmed by Cynthia 
Cooper, chief curator of Costume and Textiles at the McCord Museum, Montreal 
whose extensive publication on Canadian fancy dress Magnificent 
Entertainments
112 meant that her advice was invaluable.  Having emailed 
photographs to Cynthia and having asked for the images to be circulated at the 
2011 DATS
113 conference the consensus was that it was a fancy dress garment.  
Cynthia wrote: ‘the sequinned trim does remind me of what is seen on fancy 
dress sometimes’. 
114 However, Cynthia also commented that it was unlike any 
other fancy dress garment she had seen in over the thousand she had studied 
for her comprehensive publication on the subject.  What it may have signified in 
fancy dress terms is impossible to verify given its generic style.  It could indeed 
have been a Japanese inspired piece of fancy dress, blending the two 
possibilities of its provenance.  It may have been referring to some Tudor 
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110	 ﾠSuoh	 ﾠT	 ﾠ(ed),	 ﾠFashion	 ﾠ–	 ﾠA	 ﾠHistory	 ﾠfrom	 ﾠthe	 ﾠ18th	 ﾠCentury	 ﾠto	 ﾠthe	 ﾠ20th	 ﾠCentury	 ﾠfrom	 ﾠthe	 ﾠCollections	 ﾠof	 ﾠthe	 ﾠ
Kyoto	 ﾠCostume	 ﾠInstitute,	 ﾠTaschen,	 ﾠKoln,	 ﾠ2002,	 ﾠp.362	 ﾠ	 ﾠ
111	 ﾠAdvertisement	 ﾠin	 ﾠundated	 ﾠcatalogue,	 ﾠMarie	 ﾠSchild	 ﾠFancy	 ﾠCostumes,	 ﾠno	 ﾠpage	 ﾠnumber.	 ﾠ
112	 ﾠCooper	 ﾠC,	 ﾠMagnificent	 ﾠEntertainments:	 ﾠFancy	 ﾠDress	 ﾠBalls	 ﾠof	 ﾠCanada’s	 ﾠGovernors	 ﾠGeneral	 ﾠ1876-ﾭ‐1898,	 ﾠ
Goose	 ﾠLane	 ﾠPublications,	 ﾠMontreal,	 ﾠ1997.	 ﾠ
113	 ﾠDATS	 ﾠ–	 ﾠDress	 ﾠAnd	 ﾠTextile	 ﾠSpecialists,	 ﾠthe	 ﾠUK	 ﾠbased	 ﾠorganisation	 ﾠfor	 ﾠcurators	 ﾠand	 ﾠexperts	 ﾠin	 ﾠthe	 ﾠ
field	 ﾠof	 ﾠdress	 ﾠand	 ﾠtextile	 ﾠhistory	 ﾠ
114	 ﾠEmail	 ﾠfrom	 ﾠCynthia	 ﾠCooper	 ﾠreceived	 ﾠNovember	 ﾠ10	 ﾠ2011	 ﾠ	 ﾠ
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inspired character with the silver embellishment, deep collar and rounded hem.  
Without any other details though, it is merely supposition. 
 
This remains the dilemma of the object.  Its social life has been uncovered to 
some degree.  Its first recorded appearance was between the covers of the 1937 
American auction catalogue in which it was allegedly a cloak worn to a Russian 
wedding in 1894.  It was purchased by a Canadian and entered the collections of 
the Royal Ontario Museum.  Its style then suggested it may have belonged to an 
earlier Russian wedding of 1874 only for this proposal to be rejected by the 
definitive dating of the buttons to a much later date.  Now the pink, unlined velvet 
cloak has travelled some way from its first description.  Is it on trend couture 
worn by a mature Queen or is it a subtle piece of fancy dress, so discreet in its 
styling that no obvious characterisation is apparent?  This latter description does 
in some ways ally itself with the evidence of Alexandra’s other known fancy dress 
costumes in which the stylistic details were never intended to be too unusual.  
Without any further evidence to support its purpose, however, further 
interrogation of the object is fruitless.  It remains something of a mystery object. 
 
Theatrical Costumiers & the Tableau Vivant 
A high profile fancy dress commission was recognized by dressmakers as an 
important part of their work and for many events from which newspaper and 
journal reports would describe costumes in detail, the dressmakers would profit 
from the subsequent publicity.
115 However, it was not only the dressmaking trade 
itself that was able to capitalize on such patronage:  ‘As an alternative, outfits 
both male and female were made to measure by, or could be hired from, 
theatrical costumiers.  The results, if a shade closer to stage costumes, are 
scarcely less well made than those of the dressmakers.’
116  
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115	 ﾠDiana	 ﾠde	 ﾠMarly	 ﾠnotes	 ﾠin	 ﾠher	 ﾠbiography	 ﾠof	 ﾠthe	 ﾠHouse	 ﾠof	 ﾠWorth	 ﾠthat	 ﾠmasquerade	 ﾠcostumes:	 ﾠ
‘increased	 ﾠthe	 ﾠHouse’s	 ﾠreputation	 ﾠabroad	 ﾠand	 ﾠresulted	 ﾠin	 ﾠforeign	 ﾠorders.’	 ﾠde	 ﾠMarly	 ﾠD,	 ﾠWorth:	 ﾠFather	 ﾠof	 ﾠ
Haute	 ﾠCouture,	 ﾠElm	 ﾠTree	 ﾠBooks,	 ﾠLondon,	 ﾠ1980,	 ﾠp.69	 ﾠ
116	 ﾠStevenson	 ﾠS	 ﾠ&	 ﾠBennett	 ﾠH,	 ﾠp.87	 ﾠ	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Unlike other royal and aristocratic contemporaries
117 Alexandra chose her 
garments to be created by two of her most trusted dressmakers for prominent, 
well publicized fancy balls.  There was, however, an alternative form of 
entertainment introduced to Britain in the 1820s, popular both in public spaces 
but also held at private house parties: the tableau vivant. (Fig. 5.19) There is 
evidence supporting Alexandra’s attendance at examples of such tableaux, both 
as an observer and certainly in one instance as a participant, and for these 
occasions costumes were supplied by theatrical costumiers. 
 
The origins of the tableaux vivants are European.  The celebrated British artist 
David Wilkie wrote of his experience in Dresden in 1826: ‘I have been much 
interested by an exhibition of one of their little theatres, of what they call a 
tableau.  The curtain is drawn up between the acts, the stage darkened and at 
the back is a scene resembling a picture frame, in the interior of which most 
brilliantly lighted from behind, men and women are arranged in appropriate 
dresses, to make up the composition of some known picture.’
118  As the idea 
gained momentum back in Britain, Wilkie was often hired by aristocratic patrons 
to devise and supervise the execution of such tableaux.
119 Though popular, the 
tableaux were not without their detractors: ‘The dresses of the personages who 
figured in the tableaux were magnificent: but no sense but the sight was gratified 
at this fete.’
120  
 
During a visit to Kimbolton Castle in 1870, the Prince and Princess of Wales took 
part in an evening of tableaux vivants, costumed by the theatrical costume house 
of Nathans.  There were eleven tableaux in all and the Princess of Wales 
featured in three of them, dressed respectively as a novice in The Last Vow, 
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117	 ﾠWorth	 ﾠmade	 ﾠa	 ﾠlarge	 ﾠnumber	 ﾠof	 ﾠdresses	 ﾠfor	 ﾠthe	 ﾠDevonshire	 ﾠHouse	 ﾠBall	 ﾠof	 ﾠ1897	 ﾠwhilst	 ﾠArchie	 ﾠ
Nathan	 ﾠrecords	 ﾠof	 ﾠthe	 ﾠsame	 ﾠevent:	 ﾠ‘Nathans	 ﾠwas	 ﾠlargely	 ﾠrepresented	 ﾠon	 ﾠthis	 ﾠoccasion	 ﾠand	 ﾠour	 ﾠ
costumes	 ﾠwere	 ﾠmade	 ﾠwith	 ﾠthe	 ﾠgreatest	 ﾠcare	 ﾠand	 ﾠexactitude’	 ﾠin	 ﾠNathan	 ﾠA,	 ﾠCostumes	 ﾠby	 ﾠNathan,	 ﾠGeorge	 ﾠ
Newnes	 ﾠLtd,	 ﾠLondon,	 ﾠ1960,	 ﾠp.53	 ﾠ
118	 ﾠCunningham	 ﾠA,	 ﾠThe	 ﾠLife	 ﾠof	 ﾠSir	 ﾠDavid	 ﾠWilkie,	 ﾠVol.	 ﾠ2,	 ﾠJohn	 ﾠMurrary,	 ﾠLondon,	 ﾠ1843,	 ﾠp.333	 ﾠ
119	 ﾠInitially	 ﾠthey	 ﾠcontinued	 ﾠto	 ﾠrecreate	 ﾠfamous	 ﾠworks	 ﾠof	 ﾠart,	 ﾠbut	 ﾠthe	 ﾠform	 ﾠevolved	 ﾠso	 ﾠthat	 ﾠWilkie	 ﾠwas	 ﾠ
soon	 ﾠdevising	 ﾠscenes	 ﾠof	 ﾠhis	 ﾠown	 ﾠimagination.  	 ﾠ
120	 ﾠThe	 ﾠTimes,	 ﾠJanuary	 ﾠ18	 ﾠ1833,	 ﾠnp	 ﾠ	 ﾠ
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Dream in The Painter’s Dream and Angel in St Cecelia.
121 The role of painter in 
The Painter’s Dream was taken by the Prince of Wales, a tableau of which Archie 
Nathan remarked: ‘What sort of salary could that All-Royal cast of The Painter’s 
Dream demand, for HRH the Prince of Wales was to become King Edward VII 
and HRH Princess of Wales, Queen Alexandra?  No wonder they cast her for a 
painter’s dream and an angel, because by any standard she was a very beautiful 
woman.’
122   
 
Alexandra’s participation in this evening of entertainment demands some scrutiny 
here, raising as it does two potentially problematic areas for the Princess in terms 
of dress and of display.  Since research to date has demonstrated that Alexandra 
took great care in her methods of acquiring dress, including her fancy dress 
costumes, the more homogenous approach accompanying this event at which 
one supplier was responsible for all costumes, staging and lighting, seems at 
odds with Alexandra’s customary preferences.  For such an intimate occasion, 
the degree to which costumes would have been fitted beforehand is 
questionable.  In fact, Archie Nathan himself alludes to the re-use of garments for 
different events, including those for the Kimbolton Castle evening.  A report of a 
well attended event later in the 1870s held by a Mrs Freake, noted that: ‘In all, 
the celebrated costumier sent some 80 or 90 different dresses, some made 
especially for the Cromwell House tableaux, others whose origin actually dates 
from the time of the famous tableaux vivants at Kimbolton Castle several years 
ago.’
123  Such generic costuming, whilst perhaps usual in the world of theatrical 
dress, seems to sit awkwardly with the known sartorial habits of the Princess of 
Wales.   
 
The issue of display makes another interesting point here.  By 1870, Alexandra 
was used to, at a very public level, being ‘on display’.  Her choice of dress at 
public events was already widely reported.  However, the static nature of a 
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 ﾠListed	 ﾠin	 ﾠNathan	 ﾠA,	 ﾠCostumes	 ﾠby	 ﾠNathan,	 ﾠGeorge	 ﾠNewnes	 ﾠLtd,	 ﾠLondon,	 ﾠ1960,	 ﾠp.36-ﾭ‐37	 ﾠ
122	 ﾠNathan	 ﾠA,	 ﾠp.37	 ﾠ
123	 ﾠNathan	 ﾠA,	 ﾠpp.35-ﾭ‐36	 ﾠ	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tableau, as the reporter for The Times suggested above, draws a more intense 
focus onto the costumed figure.  The figures in the display are exposed, brightly 
lit and demand that the spectators look at them, and them alone.  Facial 
expression becomes important – did the participants adopt a blankness of 
expression, or does an element of acting creep in to the proceedings?  Perhaps 
amongst a small number of friends, these were not such pressing issues and 
may hint towards another side of the Princess and her approach to dressing up.  
A fringed silk programme made to commemorate the evening’s entertainments 
lists the other participants in the tableaux.  It clarifies that the other guests held a 
trusted place in Royal circles – the Duchess of Manchester was a close friend 
and other guests, aristocrats such as the Marchioness of Hamilton, the 
Marchioness of Ailesbury and the Hon. Mrs Stoner were regular guests at such 
gatherings.  They were non-threatening participants in so much as that none of 
them were Edward’s mistresses.  It was a neutral gathering that presumably did 
not present a competitive element for Alexandra.  This was not always the case.  
Certainly at other country house gatherings, balls or fancy dress parties, 
mistresses past or present would be in attendance.  Lily Langtry attended large 
dinners at Marlborough House in the 1870s, Daisy Warwick was dressed as 
Marie Antoinette at the Devonshire House Ball and Alice Keppel was a regular 
guest of the same country house parties as Edward and Alexandra. 
 
In addition to participating in such scenes, reports show that Alexandra also 
attended tableaux vivants in the role of observer.  In 1885, the Royal Institute of 
Painters in Water Colours held a grand costume ball including an extended 
performance of famous tableaux vivants at which the Prince and Princess of 
Wales were guests.  Press reports noted some disappointment at their 
appearance however: ‘It was quite clear that a large proportion of the guests 
were under the impression that the Royal party who graced the institute intended, 
like their more frivolous and humble brethren, to don gorgeous raiment.’
124  ‘A 
Lady’s Letter on Current Topics’ similarly reported in the Hampshire Telegraph 
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 ﾠThe	 ﾠBirmingham	 ﾠDaily	 ﾠPost,	 ﾠMonday	 ﾠ25	 ﾠMay,	 ﾠ1885,	 ﾠIssue	 ﾠ8393,	 ﾠp.5	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 205	 ﾠ
that: ‘The royal party were the only persons present not in historical costume.  
The Princess had a blue satin skirt and a long train and bodice of brown velvet 
spotted with blue chenille.’
125  Ironically, those of the royal party were perhaps, 
owing to the omission of fancy dress, the most conspicuous of the guests. 
 
Alexandra’s appearance in tableaux vivants as opposed to her participation as an 
observer may be indicative of an alternate view of dress, as experienced in a 
private setting.  None of the newspaper reports that recorded the visit to 
Kimbolton Castle, hinted at the entertainment provided.  Perhaps it is a 
demonstration that the Princess of Wales was not so conscious of her public 
image in such settings and that here, at least, she might ‘dress up’ with less of an 
eye to the reporter’s pen. 
 
 
 
Conclusion 
Glenn Adamson recommended in his paper considering the absent object that: 
‘the best thing to do when faced with an unexpected ‘hole’ in the historical record 
is to look at the edges of the perceived gap, in the hope of delineating its precise 
contours.’
126  Queen Alexandra’s surviving examples of fancy dress costume 
arguably represent the reverse of this conundrum.  Two garments of similar 
sartorial function in the royal wardrobe represent a distortion in the wider picture 
of random survival so that it is in fact the much larger ‘holes’ around the fancy 
dress that require caution.  There is barely any mention of Alexandra appearing 
in fancy dress in contemporary descriptions outside of the occasions recorded 
here for which both garments are extant.
127 Presumably it was the very novelty of 
these items that ensured their survival. 
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 ﾠThe	 ﾠHampshire	 ﾠTelegraph	 ﾠand	 ﾠSussex	 ﾠChronicle,	 ﾠSaturday	 ﾠ30	 ﾠMay,	 ﾠ1885,	 ﾠIssue	 ﾠ5424,	 ﾠp.11	 ﾠ
126	 ﾠAdamson	 ﾠG,	 ﾠ‘The	 ﾠcase	 ﾠof	 ﾠthe	 ﾠmissing	 ﾠfootstool	 ﾠ–	 ﾠreading	 ﾠthe	 ﾠabsent	 ﾠobject’	 ﾠin	 ﾠHarvey	 ﾠK	 ﾠ(Ed),	 ﾠ
History	 ﾠand	 ﾠMaterial	 ﾠCulture,	 ﾠRoutledge,	 ﾠAbingdon,	 ﾠ2009,	 ﾠp.196	 ﾠ
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 ﾠThis	 ﾠis	 ﾠin	 ﾠstark	 ﾠcontrast	 ﾠto	 ﾠthe	 ﾠother	 ﾠitems	 ﾠof	 ﾠexisting	 ﾠclothing,	 ﾠwhich	 ﾠrepresent	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 ﾠfraction	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 ﾠthat	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which	 ﾠwas	 ﾠreported	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Alexandra’s participation in such entertainments was entirely in keeping with 
social norms of the period, not just in the echelons of the upper classes but as a 
form of entertainment that was enjoyed across a wider social spectrum.  The 
regularity with which Ardern Holt’s instructional manual was reprinted and the 
many contemporary newspaper reports detailing fancy dress balls in both urban 
and more provincial settings places her clothing strategies for fancy dress into a 
context that would have been familiar to many more people than perhaps her 
usual choices of State or public dressing would have been.  From a royal 
perspective, Alexandra was following the precedent set by Queen Victoria and 
her successful bal costumes whilst the Imperial Russian balls held in 1903 
confirmed the longevity of such masquerades and the supposed benefits brought 
to home trade that the events represented.  As confirmed elsewhere, Alexandra 
did not necessarily subscribe to such edicts concerning patriotic patronage, her 
Devonshire House Ball gown almost certainly having been fashioned by Morin 
Blossier. 
 
It is perhaps Alexandra’s chosen characterization and the evidence of the 
surviving pieces themselves that reveals the most about the Princess of Wales, 
for at each occasion it seems clear that she essentially dressed as versions of 
herself or at least the self she was waiting to become.  Where other guests were 
prepared to appear in costumes that were to a greater or lesser degree ‘other’ 
than their normal selves, Alexandra either could not or would not take that step. 
More than at any other public occasion, the wrong costume at a fancy dress ball 
might speak volumes and colour a reputation thereafter.
128  Alexandra never 
made such mistakes but reinforced her status through conservative regal 
costumes. 
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128	 ﾠDiana	 ﾠde	 ﾠMarly	 ﾠdescribes	 ﾠone	 ﾠof	 ﾠthe	 ﾠguests	 ﾠat	 ﾠa	 ﾠParisian	 ﾠmasquerade	 ﾠheld	 ﾠat	 ﾠthe	 ﾠPalais	 ﾠde	 ﾠTuileries	 ﾠ
by	 ﾠthe	 ﾠEmpress	 ﾠEugenie.	 ﾠ	 ﾠMme	 ﾠRimsky-ﾭ‐Korsakov:	 ﾠ‘went	 ﾠtoo	 ﾠfar,	 ﾠturning	 ﾠup	 ﾠat	 ﾠthe	 ﾠPalais	 ﾠas	 ﾠFlaubert’s	 ﾠ
Carthaginian	 ﾠheroine	 ﾠSalammbô,	 ﾠwith	 ﾠa	 ﾠbodice	 ﾠso	 ﾠtransparent	 ﾠthat	 ﾠthe	 ﾠempress	 ﾠtook	 ﾠone	 ﾠlook	 ﾠand	 ﾠ
had	 ﾠher	 ﾠquietly	 ﾠconducted	 ﾠstraight	 ﾠback	 ﾠto	 ﾠher	 ﾠcarriage.’ de	 ﾠMarly	 ﾠD,	 ﾠp.67	 ﾠ	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This does not mean, however, that her garments were entirely without meaning 
on her part.  As the guest who might be expected to receive the greatest scrutiny 
at these fancy dress balls, Alexandra’s sartorial message trod a more subtle 
path.  Helen Hackett in her paper considering the image making of monarchs 
acknowledges the tensions bound up with the monarch on public display: ‘On the 
one hand the monarch is the incumbent of an institution which claims to be 
timeless and sacred, a symbol of national values; on the other, he or she is a 
human being with a life story of birth, love, death, mistakes and triumphs.’
129  
Whilst not the monarch in these cases, Alexandra was in effect the female public 
face of the monarchy in the absence of Queen Victoria.  As the fictionalized Mary 
Queen of Scots and the similarly invented Marguerite de Valois, Alexandra 
managed to present herself as Queenly but could also hint at some of her life 
story as well – the loves, deaths, mistakes and triumphs that shaped her life.  
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 ﾠHackett	 ﾠH,	 ﾠ‘Dreams	 ﾠor	 ﾠDesigns,	 ﾠCults	 ﾠor	 ﾠConstructions?	 ﾠThe	 ﾠStudy	 ﾠof	 ﾠImages	 ﾠof	 ﾠMonarchs’	 ﾠin	 ﾠThe	 ﾠ
Historical	 ﾠJournal,	 ﾠ44-ﾭ‐3,	 ﾠCambridge	 ﾠUniversity	 ﾠPress,	 ﾠ2001,	 ﾠp.811	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Chapter 6 
Alexandra’ Wardrobe: Acquisition, Maintenance and Dispersal  
 
Introduction 
On April 5 1875 Alexandra wrote one of her customary letters to her younger 
sister whom she referred to as ‘Minnie’, a correspondence that endured 
throughout their lifetime.
1  Amongst the usual family gossip and political news 
Alexandra asked: ‘tell me what you wear, also underwear, same little crinoline? I 
don't always wear that anymore, cause everything is so flat now.’
2  It is a 
seemingly inconsequential remark and yet it demonstrates both the centrality of 
dress but also the everyday space it occupied in their lives. This chapter aims to 
build a picture of Queen Alexandra’s consumption of dress and textiles in three 
distinct areas – the means by which she acquired her clothes, the maintenance 
of her clothing once acquired and finally the dispersal of elements of this royal 
wardrobe.  It is an overview of the ebb and flow of dress in this very specific royal 
context, of the social biographies of the objects as they passed along their path 
of commodification according to Igor Kopytoff’s analysis: ‘Biographies of things 
can make salient what might otherwise remain obscure.’
3  It takes as its point of 
departure, not elements of the many surviving garments examined in the earlier 
chapters, but rather the wardrobe accounts and other archival material which 
begins to contextualise the clothes they record.
4 Charting the progress of clothing 
from the point of acquisition along a path of ownership is particularly relevant to 
this project.  All of the objects that have survived have followed a traceable route 
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1	 ﾠMinnie	 ﾠwas	 ﾠthe	 ﾠnickname	 ﾠused	 ﾠby	 ﾠthe	 ﾠfamily.	 ﾠ	 ﾠAlexandra’s	 ﾠsister	 ﾠwas	 ﾠchristened	 ﾠDagmar	 ﾠbut	 ﾠon	 ﾠher	 ﾠ
marriage	 ﾠinto	 ﾠthe	 ﾠRussian	 ﾠImperial	 ﾠfamily	 ﾠtook	 ﾠon	 ﾠthe	 ﾠname	 ﾠof	 ﾠMaria	 ﾠFeodorovna.	 ﾠ	 ﾠThe	 ﾠtwo	 ﾠsisters	 ﾠ
wrote	 ﾠto	 ﾠeach	 ﾠother	 ﾠwith	 ﾠgreat	 ﾠregularity	 ﾠbetween	 ﾠthe	 ﾠUK	 ﾠand	 ﾠRussia	 ﾠfor	 ﾠmore	 ﾠthan	 ﾠfifty	 ﾠyears.	 ﾠ
2	 ﾠQuoted	 ﾠin	 ﾠKlausen	 ﾠI,	 ﾠAlexandra	 ﾠaf	 ﾠWales,	 ﾠPrincesse	 ﾠfra	 ﾠDanmark,	 ﾠLinhardt	 ﾠog	 ﾠRinghof,	 ﾠDenmark,	 ﾠ
2001,	 ﾠpage	 ﾠunknown.	 ﾠ	 ﾠThis	 ﾠis	 ﾠa	 ﾠtranslation	 ﾠthat	 ﾠwas	 ﾠsent	 ﾠto	 ﾠme	 ﾠvia	 ﾠan	 ﾠemail	 ﾠbut	 ﾠthe	 ﾠpage	 ﾠnumber	 ﾠwas	 ﾠ
not	 ﾠgiven.	 ﾠ	 ﾠI	 ﾠdo	 ﾠhave	 ﾠthe	 ﾠbook	 ﾠbut	 ﾠwithout	 ﾠspeaking	 ﾠDanish	 ﾠI	 ﾠhave	 ﾠbeen	 ﾠunable	 ﾠto	 ﾠfind	 ﾠthe	 ﾠcorrect	 ﾠ
passage.	 ﾠ
3	 ﾠKopytoff	 ﾠI,	 ﾠ‘The	 ﾠcultural	 ﾠbiography	 ﾠof	 ﾠthings:	 ﾠcommoditization	 ﾠas	 ﾠprocess’	 ﾠin	 ﾠAppadurai	 ﾠA	 ﾠ(Ed),	 ﾠThe	 ﾠ
Social	 ﾠLife	 ﾠof	 ﾠThings	 ﾠ–	 ﾠCommodities	 ﾠin	 ﾠCultural	 ﾠPerspective,	 ﾠCambridge	 ﾠUniversity	 ﾠPress,	 ﾠCambridge,	 ﾠ
1986,	 ﾠp.65	 ﾠ
4	 ﾠWhilst	 ﾠnot	 ﾠfocusing	 ﾠon	 ﾠparticular	 ﾠgarments	 ﾠor	 ﾠusing	 ﾠextant	 ﾠmaterial	 ﾠculture	 ﾠspecifically,	 ﾠKopytoff’s	 ﾠ
interpretation	 ﾠoffers	 ﾠa	 ﾠway	 ﾠof	 ﾠlooking	 ﾠat	 ﾠthe	 ﾠprocess	 ﾠwhich	 ﾠilluminates	 ﾠlate	 ﾠ19th	 ﾠcentury	 ﾠclothing	 ﾠ
practices	 ﾠin	 ﾠan	 ﾠaristocratic	 ﾠcontext.  	 ﾠ	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of commodification because of Alexandra’s prominent place in society and so 
through these records and the final destination of these objects in museum 
settings, their study has become possible.
5 According to Fleming’s suggested 
model this kind of interpretation is essential to a more complete analysis: ‘One 
important form of cultural analysis deals with the functions performed by the 
artefact in its culture…function involves both the concrete and the abstract 
aspects of the artefact….its various intended uses and its unintended roles.’
6  So, 
this chapter focuses upon the cultural context of the objects – the spaces that the 
objects inhabited from purchase through to eventual disposal in order to 
understand more comprehensively how Alexandra’s personal fashion system 
operated. In order to understand her choices in dress throughout her life as a 
public figure, her methods of obtaining her clothes, looking after her clothes and 
finally getting rid of them are fundamental to a wider understanding of how she 
perceived dress more generally.  The wardrobe accounts, though sparingly 
written, nonetheless demonstrate very quickly the range of suppliers patronised 
by Alexandra as Princess of Wales and Queen, and as such provide an early and 
invaluable insight into her clothing practices.  The view beyond the accounts 
takes in the procurement of the material listed and the manner in which a popular 
and recognisable figure went about her shopping in the second half of the 
nineteenth century.  From department stores to the discretion of small 
dressmaking establishments, this chapter will analyse the manner of acquisition 
required to accommodate Alexandra’s lifestyle. 
 
Moving beyond the acquisition of Alexandra’s wardrobe, the chapter then 
considers the complexities of its maintenance.  Operating at the heart of the royal 
household, the Office of Robes and the staff employed at its heart were central to 
the daily requirements of Alexandra’s public appearance and private clothing 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
5	 ﾠGiven	 ﾠspatial	 ﾠlimitations,	 ﾠI	 ﾠchose	 ﾠnot	 ﾠto	 ﾠstudy	 ﾠmodes	 ﾠof	 ﾠproduction	 ﾠwithin	 ﾠthe	 ﾠlate	 ﾠ19th	 ﾠcentury	 ﾠ
fashion	 ﾠsystem,	 ﾠso	 ﾠthis	 ﾠchapter	 ﾠdoes	 ﾠnot	 ﾠconsider	 ﾠthe	 ﾠobject	 ﾠfrom	 ﾠpoint	 ﾠof	 ﾠmanufacture.	 ﾠ	 ﾠI	 ﾠspecifically	 ﾠ
chose	 ﾠthe	 ﾠpoint	 ﾠof	 ﾠacquisition	 ﾠsince	 ﾠit	 ﾠis	 ﾠarguably	 ﾠthe	 ﾠmoment	 ﾠfrom	 ﾠwhich	 ﾠthe	 ﾠbiography	 ﾠof	 ﾠthe	 ﾠobject	 ﾠ
and	 ﾠthe	 ﾠbiography	 ﾠof	 ﾠthe	 ﾠsubject,	 ﾠAlexandra,	 ﾠcoincide.	 ﾠ
6	 ﾠFleming.	 ﾠE.	 ﾠMcClung,	 ﾠ‘Artifact	 ﾠStudy:	 ﾠA	 ﾠProposed	 ﾠModel’	 ﾠin	 ﾠWinterthur	 ﾠPortfolio,	 ﾠVolume	 ﾠ9,	 ﾠ1973,	 ﾠ
p.156-ﾭ‐8	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 210	 ﾠ
strategies.  The dressers and wardrobe maids were arguably the women 
physically closest to Alexandra throughout her royal career.  She formed strong 
bonds with the women who remained in her employ for long periods of time.
7  
Their duties and tireless work behind the smooth facade of regal sartorial 
splendour were crucial in maintaining a working wardrobe and the evidence is 
contextually invaluable here.  Likewise the more pragmatic requirements of 
laundering royal garments was a daily necessity outsourced to a variety of 
different establishments dependent on the type of object being cleaned.  Taking 
place outside the immediate household, the logistical arrangements for such 
laundering is examined, reflecting on contemporary notions of discretion.  These 
are largely hidden histories.  Scholarship pertaining to this kind of clothing 
maintenance and laundering as well as the role of the dresser particularly in a 
late 19
th century royal framework is scant.  Thus it is hoped that this chapter adds 
significantly to the existing historiography on the subject.
8 
 
Finally as the clothing came to the end of its usefulness from Alexandra’s 
perspective, the means by which her garments were disposed of or dispersed 
form a fitting conclusion to this final chapter.
9 If dress is indeed ‘the complication 
of life made visible’ as concluded by John Harvey then this visibility through 
museum survivals illuminates the complexities of a life such as Alexandra’s in 
previously unexplored ways.
10 
   
 The sources naturally have limitations.  The volumes of accounts pertaining to 
all of Alexandra’s spending cover a relatively small, though significant, part of her 
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7	 ﾠThis	 ﾠis	 ﾠevidenced	 ﾠthrough	 ﾠa	 ﾠnumber	 ﾠof	 ﾠexamples	 ﾠ–	 ﾠher	 ﾠdevotion	 ﾠto	 ﾠthe	 ﾠTemple	 ﾠsisters	 ﾠfrom	 ﾠwhom	 ﾠ
she	 ﾠcould	 ﾠnot	 ﾠbear	 ﾠto	 ﾠbe	 ﾠparted,	 ﾠher	 ﾠcontinued	 ﾠvisits	 ﾠto	 ﾠthem	 ﾠon	 ﾠtheir	 ﾠmarriage	 ﾠand	 ﾠtheir	 ﾠinclusion	 ﾠas	 ﾠ
part	 ﾠof	 ﾠa	 ﾠclose	 ﾠand	 ﾠseemingly	 ﾠfun	 ﾠfilled	 ﾠparty	 ﾠwhen	 ﾠtravelling.	 ﾠ
8	 ﾠPublished	 ﾠmaterial	 ﾠon	 ﾠthe	 ﾠsubject	 ﾠis	 ﾠalmost	 ﾠnon-ﾭ‐existent.	 ﾠ	 ﾠWhere	 ﾠthe	 ﾠdressers	 ﾠdo	 ﾠappear	 ﾠit	 ﾠis	 ﾠ
generally	 ﾠfleeting	 ﾠremarks	 ﾠin	 ﾠmemoirs	 ﾠby	 ﾠmembers	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠHousehold.	 ﾠ	 ﾠSimilarly	 ﾠthe	 ﾠroyal	 ﾠ
laundry	 ﾠoccupies	 ﾠa	 ﾠvery	 ﾠhazy	 ﾠplace	 ﾠin	 ﾠthe	 ﾠpublished	 ﾠrecord	 ﾠhence	 ﾠthe	 ﾠdearth	 ﾠof	 ﾠavailable	 ﾠsources	 ﾠon	 ﾠ
the	 ﾠsubject.	 ﾠ
9	 ﾠAlexandra’s	 ﾠpropensity	 ﾠto	 ﾠgift	 ﾠitems	 ﾠof	 ﾠclothing	 ﾠto	 ﾠmembers	 ﾠof	 ﾠher	 ﾠhousehold	 ﾠessentially	 ﾠmade	 ﾠthis	 ﾠ
project	 ﾠpossible	 ﾠsince	 ﾠa	 ﾠlarge	 ﾠproportion	 ﾠof	 ﾠthose	 ﾠgarments	 ﾠto	 ﾠhave	 ﾠsurvived	 ﾠcame	 ﾠfrom	 ﾠhousehold	 ﾠ
members.  In	 ﾠturn	 ﾠthese	 ﾠpieces	 ﾠwere	 ﾠinherited	 ﾠby	 ﾠfamily	 ﾠmembers	 ﾠwho	 ﾠthen	 ﾠbequeathed	 ﾠor	 ﾠsold	 ﾠ
them	 ﾠto	 ﾠmuseum	 ﾠcollections,	 ﾠcompleting	 ﾠthe	 ﾠcycle	 ﾠof	 ﾠthe	 ﾠobject’s	 ﾠsocial	 ﾠbiography.  	 ﾠ
10	 ﾠHarvey	 ﾠJ,	 ﾠMen	 ﾠin	 ﾠBlack,	 ﾠReaktion	 ﾠBooks	 ﾠLtd,	 ﾠLondon,	 ﾠp.17	 ﾠ	 ﾠ
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life and this places boundaries around what such evidence might reveal.
11  
Similar accounts relating to Queen Victoria are instructive in the absence of 
material relevant to Alexandra but are not intended to form a comparative 
analysis of two very different women.
12  The dressers are historically shadowy.  
One published volume of letters exists written by Frieda Arnold, one of Queen 
Victoria’s dressers.
13  Whilst her descriptions of life at court and at the heart of a 
courtly wardrobe are instructive other evidence of the life and experiences of the 
dressers is scant.   With these cautionary notes in mind, however, the evidence 
is yet both extensive and robust enough to build a picture of the ever revolving 
cycle that was the order, purchase, patronage, maintenance, care and dispersal 
of Alexandra’s extensive range of garments. 
 
Royal Shopping 
On the day that Alexandra stepped ashore at Gravesend for her marriage to the 
future King of England, her chosen attire was not yet that of the wealthy Princess 
of Wales she was to become: ‘Among all this new-found splendour Princess 
Alexandra still kept her old simplicity: ...when at last the day came to leave for 
England she travelled in a very smart bonnet she had made herself.’
14  Certainly, 
Alexandra was at a complete loss when it came to matters of dress deemed 
suitable to fulfil her new role.  One of Queen Victoria’s most trusted ladies in 
waiting, Lady Augusta Bruce, was called upon for advice on the matter, who 
herself first consulted Queen Victoria; ‘...three or four trains and grandes toilettes 
will, the Queen thinks, be sufficient...’
15 It soon became apparent, however, that 
three or four grandes toilettes, whilst considered sufficient in the eyes of an 
aging, monochromatic monarch, was far from satisfactory for a young elegant 
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11	 ﾠThe	 ﾠaccounts	 ﾠvolumes	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠArchive,	 ﾠWindsor	 ﾠcover	 ﾠthe	 ﾠyears	 ﾠ1897-ﾭ‐1925	 ﾠand	 ﾠrecord	 ﾠnot	 ﾠ
only	 ﾠher	 ﾠwardrobe	 ﾠexpenditure	 ﾠbut	 ﾠalso	 ﾠpensions,	 ﾠsalaries	 ﾠand	 ﾠmiscellaneous	 ﾠexpenses.	 ﾠ
12	 ﾠThese	 ﾠvolumes	 ﾠare	 ﾠin	 ﾠthe	 ﾠNational	 ﾠArchive	 ﾠand	 ﾠform	 ﾠpart	 ﾠof	 ﾠthe	 ﾠLord	 ﾠChancellor’s	 ﾠpapers,	 ﾠseries	 ﾠ
number	 ﾠLC12	 ﾠ&	 ﾠLC13	 ﾠcovering	 ﾠmost	 ﾠof	 ﾠthe	 ﾠQueen’s	 ﾠreign.	 ﾠ	 ﾠSimilar	 ﾠto	 ﾠAlexandra’s	 ﾠthey	 ﾠrecord	 ﾠthe	 ﾠ
name	 ﾠof	 ﾠthe	 ﾠsupplier	 ﾠand	 ﾠthe	 ﾠamount	 ﾠspent	 ﾠbut	 ﾠnot	 ﾠa	 ﾠdescription	 ﾠof	 ﾠthe	 ﾠitems	 ﾠpurchased.	 ﾠ
13	 ﾠStoney	 ﾠB	 ﾠ&	 ﾠWeltzien	 ﾠH	 ﾠeds,	 ﾠMy	 ﾠMistress	 ﾠthe	 ﾠQueen,	 ﾠFrieda	 ﾠArnold,	 ﾠDresser	 ﾠto	 ﾠQueen	 ﾠVictoria,	 ﾠ
Weidenfeld	 ﾠ&	 ﾠNicolson,	 ﾠLondon,	 ﾠ1994	 ﾠ
14	 ﾠBattiscombe	 ﾠG,	 ﾠQueen	 ﾠAlexandra,	 ﾠConstable	 ﾠ&	 ﾠCo	 ﾠLtd,	 ﾠLondon,	 ﾠ1969,	 ﾠp.44	 ﾠ
15	 ﾠRA/Z/463/123	 ﾠ	 ﾠ
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princess in the possession of a new-found clothes allowance.  On Monday 19 
February 1863, Lord Palmerston made a speech to the House of Commons 
outlining the annual allowance of the Prince and Princess of Wales.  Edward 
would receive £100,000, £60,000 of which was revenue from the Duchy of 
Cornwall, the rest to be granted out of a Consolidated Fund.  Alexandra was 
awarded £10,000 per annum for her own separate use to be paid quarterly.
16 
Certainly by 1869, the Queen felt compelled to warn Edward and Alexandra, prior 
to a shopping trip to Paris; ‘Pray, dear children, let it be your earnest desire not to 
vie in dear Alix’s dressing with the fine London Ladies, but rather to be as 
different as possible by great simplicity which is more elegant.’
17  Whilst 
Alexandra agreed with the notion of simplicity in dress, the quantity of such 
simplicity was another matter.
18   
 
Shopping itself in the manner described by contemporary observers in London 
was impossible for so popular and easily recognisable a woman as Alexandra.  
In 1859, Augustus Sala’s vivid depiction of one of the metropolis’s principle 
shopping areas draws a scene of social, colourful chaos: ‘Regent Street is an 
avenue of superfluities, a great trunk-road in Vanity Fair.  Fancy watchmakers, 
haberdashers, and photographers; fancy stationers, fancy hosiers, and fancy 
staymakers; music shops, shawl shops, jewellers, French glove shops, 
perfumery and point lace shops, confectioners and milliners; creamily, these are 
the merchants whose wares are exhibited in this Bezesteen of the world.’ 
(Fig.6.1)
19 The extension of the omnibus service in the city and the migration of 
the upper classes to the suburbs extended both the range of shops and the 
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16	 ﾠSpeech	 ﾠquoted	 ﾠin	 ﾠAn	 ﾠHistorical	 ﾠRecord	 ﾠof	 ﾠthe	 ﾠMarriage	 ﾠof	 ﾠthe	 ﾠPrince	 ﾠof	 ﾠWales	 ﾠand	 ﾠthe	 ﾠPrincess	 ﾠ
Alexandra	 ﾠof	 ﾠDenmark,	 ﾠDarton	 ﾠ&	 ﾠHodge,	 ﾠLondon,	 ﾠ1863,	 ﾠp.12	 ﾠ	 ﾠ
17	 ﾠLetter	 ﾠfrom	 ﾠQueen	 ﾠVictoria,	 ﾠRoyal	 ﾠArchive,	 ﾠRA/Z/449/51	 ﾠ
18	 ﾠA	 ﾠmore	 ﾠdetailed	 ﾠconsideration	 ﾠof	 ﾠher	 ﾠapproach	 ﾠto	 ﾠ‘frugality’	 ﾠformed	 ﾠpart	 ﾠof	 ﾠa	 ﾠconference	 ﾠpaper	 ﾠI	 ﾠ
gave	 ﾠat	 ﾠthe	 ﾠMaking	 ﾠof	 ﾠa	 ﾠMonarchy	 ﾠfor	 ﾠthe	 ﾠModern	 ﾠWorld	 ﾠconference	 ﾠin	 ﾠ2012	 ﾠheld	 ﾠat	 ﾠKensington	 ﾠ
Palace.	 ﾠ	 ﾠThis	 ﾠhas	 ﾠbeen	 ﾠwritten	 ﾠup	 ﾠas	 ﾠpart	 ﾠof	 ﾠa	 ﾠspecial	 ﾠissue	 ﾠfeaturing	 ﾠpapers	 ﾠfrom	 ﾠthe	 ﾠconference.	 ﾠ	 ﾠSee	 ﾠ
Strasdin	 ﾠK,	 ﾠ‘Fashioning	 ﾠAlexandra:	 ﾠA	 ﾠRoyal	 ﾠApproach	 ﾠto	 ﾠStyle	 ﾠ1863-ﾭ‐1910’	 ﾠin	 ﾠCostume,	 ﾠVol.47	 ﾠNo.2,	 ﾠ
June	 ﾠ2013,	 ﾠpp.180-ﾭ‐197.	 ﾠ
19	 ﾠSala,	 ﾠGeorge	 ﾠAugustus,	 ﾠTwice	 ﾠRound	 ﾠthe	 ﾠClock,	 ﾠLondon,	 ﾠ1859	 ﾠ	 ﾠ
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means to get to them for the masses.
20 The act of shopping itself was an 
ambivalent one amongst contemporary commentators, some of whom feared for 
the moral integrity of female consumers in the new department stores.  
Rappaport has suggested that this was a predominantly male, financially driven 
argument: ‘many enemies of the department store wanted to find a way to 
regulate market growth and protect their own financial and social status without 
denouncing the much-cherished ideals of free trade.  One convenient way to do 
this was to suggest that the number of department stores had to be limited not 
because they fostered unfair competition but because they fostered immoral 
female behaviours.’
21  Given this debate, it could be argued that Alexandra had 
to play the role of invisible consumer.  In order to avoid the critics that decried 
“excessive shopping” Alexandra had to consume from a distance.
22  All of her 
clothes came from well known retailers and couture houses and yet her presence 
as a client was not discussed in the press, preventing open criticism of 
conspicuous consumption, a popular 20
th century theory.
23  
 
A further glimpse into the pitfalls of a Royal patron with the reputation for style 
that accompanied one such as Alexandra, was given by the couture giant that 
was the house of Worth.  Jean Worth wrote in his biographical work A Century of 
Fashion of the one and only garment made for her: ‘We made only one dress for 
the Queen of England…She came in for the fittings herself…and three ladies in 
waiting accompanied her.  Alexandra had scarcely stepped on the tiny stage to 
be fitted before these gadflies began: ‘Don’t tire Her Majesty’, ‘Be careful of that 
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20	 ﾠThe	 ﾠfirst	 ﾠ‘shopping	 ﾠbus’	 ﾠwas	 ﾠestablished	 ﾠin	 ﾠthe	 ﾠ1870s	 ﾠby	 ﾠWilliam	 ﾠWhiteley,	 ﾠrunning	 ﾠa	 ﾠservice	 ﾠfrom	 ﾠ
Camden	 ﾠTown	 ﾠto	 ﾠBayswater	 ﾠRoad,	 ﾠafter	 ﾠthe	 ﾠLondon	 ﾠGeneral	 ﾠOmnibus	 ﾠCompany	 ﾠtuned	 ﾠdown	 ﾠhis	 ﾠ
request	 ﾠfor	 ﾠthe	 ﾠservice	 ﾠon	 ﾠthe	 ﾠgrounds	 ﾠit	 ﾠwould	 ﾠbe	 ﾠuneconomic.	 ﾠ	 ﾠSee	 ﾠdetails	 ﾠin	 ﾠAdburgham,	 ﾠp.159	 ﾠ
21	 ﾠRappaport	 ﾠE,	 ﾠShopping	 ﾠfor	 ﾠPleasure	 ﾠ–	 ﾠWomen	 ﾠin	 ﾠthe	 ﾠMaking	 ﾠof	 ﾠLondon’s	 ﾠWest	 ﾠEnd,	 ﾠPrinceton	 ﾠ
University	 ﾠPress,	 ﾠPrinceton	 ﾠ&	 ﾠOxford,	 ﾠ2000,	 ﾠp.29.	 ﾠ
22	 ﾠThe	 ﾠGraphic	 ﾠdenounced	 ﾠWhiteley’s	 ﾠladies	 ﾠlunchroom	 ﾠas	 ﾠ‘dangerous’.	 ﾠ	 ﾠIn	 ﾠoffering	 ﾠwomen	 ﾠthe	 ﾠfacility	 ﾠ
of	 ﾠrefreshments	 ﾠin-ﾭ‐store,	 ﾠthey	 ﾠwould	 ﾠbe	 ﾠencouraged	 ﾠto	 ﾠcontinue	 ﾠshopping	 ﾠfor	 ﾠlonger	 ﾠand	 ﾠthus	 ﾠ	 ﾠbe	 ﾠ
tempted	 ﾠto	 ﾠexcess.	 ﾠ	 ﾠSee	 ﾠRappaport,	 ﾠp.37.	 ﾠ
23	 ﾠFine	 ﾠand	 ﾠLeopold	 ﾠrejected	 ﾠthis	 ﾠtraditional	 ﾠview	 ﾠof	 ﾠthe	 ﾠlink	 ﾠbetween	 ﾠmale	 ﾠdominated	 ﾠproduction	 ﾠand	 ﾠ
the	 ﾠfemale	 ﾠas	 ﾠconspicuous	 ﾠconsumer,	 ﾠpointing	 ﾠout	 ﾠthat	 ﾠthe	 ﾠemergent	 ﾠfashion	 ﾠsystem	 ﾠwas	 ﾠbased	 ﾠ
almost	 ﾠentirely	 ﾠupon	 ﾠa	 ﾠlow-ﾭ‐paid	 ﾠfemale	 ﾠworkforce	 ﾠand	 ﾠtherefore	 ﾠwas	 ﾠa	 ﾠpredominantly	 ﾠfemale	 ﾠ
experience.	 ﾠ	 ﾠSee	 ﾠFine	 ﾠB	 ﾠ&	 ﾠLeopold	 ﾠE,	 ﾠThe	 ﾠWorld	 ﾠof	 ﾠConsumption,	 ﾠRoutledge,	 ﾠLondon	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ
1993,	 ﾠp.95.	 ﾠ	 ﾠ
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pin’, Don’t stick her Majesty’, ‘Watch out now!’  The poor fitter dripped with 
perspiration and trembled with nervousness and in the end hardly knew whether 
she dared use a pin, let alone where to put it.  Alexandra herself was pleasantly 
pliant and agreeable to all suggestions, and, being rather deaf, missed all the 
uproar of solicitude going on about her.’
24  Alexandra never became a regular 
client of Worth, in spite of her sister Dagmar’s consistent patronage over the 
years.
25 
 
Arthur Beavan makes a reference to the means by which Alexandra was able to 
look as she wished, without a trip to Regents Street.  The author was allowed 
access to Marlborough House and the daily life of its occupants and he noted: 
‘...she has a decided penchant for millinery.  As a rule Her Royal Highness 
designs her own dresses: that is to say coloured pictures of the proposed gown 
are submitted to her, and she, with brush or pencil, alters the picture to suit her 
own perfect taste.’
26  Brief though this vignette is, of Alexandra ‘at home’, the 
description of her private decision making far from the public gaze is instructive 
(Fig. 6.2).  Beavan portrays the confident client, the woman who could take a 
design and customize it to meet her requirements.  If this is indeed an accurate 
depiction of one of Princess Alexandra’s means of acquiring her clothes, it also 
deals efficiently with any concerns over discretion and privacy.  Presumably the 
dressmaker kept a dress form that matched Alexandra’s measurements, and 
once supplied with her amended design, could undertake the commission with a 
minimum of fuss.
27  
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24	 ﾠWorth,	 ﾠJ.P,	 ﾠA	 ﾠCentury	 ﾠof	 ﾠFashion,	 ﾠLittle,	 ﾠBrown	 ﾠ&	 ﾠCo,	 ﾠBoston,	 ﾠ1928	 ﾠ
25	 ﾠThis	 ﾠis	 ﾠan	 ﾠarea	 ﾠof	 ﾠresearch	 ﾠI	 ﾠwould	 ﾠlike	 ﾠto	 ﾠexpand	 ﾠupon	 ﾠsometime	 ﾠin	 ﾠthe	 ﾠfuture.	 ﾠ	 ﾠThe	 ﾠsisters	 ﾠdid	 ﾠ
dress	 ﾠalike	 ﾠwhen	 ﾠthey	 ﾠmet	 ﾠup	 ﾠin	 ﾠthe	 ﾠ1870s	 ﾠand	 ﾠit	 ﾠwas	 ﾠapparently	 ﾠWorth	 ﾠwho	 ﾠfacilitated	 ﾠtheir	 ﾠ
appearance,	 ﾠco-ﾭ‐ordinating	 ﾠtheir	 ﾠdresses	 ﾠbefore	 ﾠthey	 ﾠwere	 ﾠtogether.	 ﾠ	 ﾠI	 ﾠam	 ﾠcorresponding	 ﾠwith	 ﾠanother	 ﾠ
PhD	 ﾠstudent,	 ﾠAnna	 ﾠKirk,	 ﾠwho	 ﾠis	 ﾠworking	 ﾠon	 ﾠa	 ﾠproject	 ﾠexploring	 ﾠlike-ﾭ‐dressing	 ﾠat	 ﾠthis	 ﾠtime.	 ﾠ
26	 ﾠBeavan,	 ﾠA,	 ﾠMarlborough	 ﾠHouse	 ﾠand	 ﾠIts	 ﾠOccupants,	 ﾠWhite	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1896,	 ﾠp.84	 ﾠ
27	 ﾠAs	 ﾠnoted	 ﾠin	 ﾠChapter	 ﾠ3	 ﾠ–	 ﾠTailoring,	 ﾠcompanies	 ﾠsuch	 ﾠas	 ﾠVernon	 ﾠdid	 ﾠindeed	 ﾠkeep	 ﾠa	 ﾠdress	 ﾠform	 ﾠwith	 ﾠthe	 ﾠ
client’s	 ﾠname	 ﾠon	 ﾠit	 ﾠmatching	 ﾠtheir	 ﾠmeasurements	 ﾠso	 ﾠthat	 ﾠgarments	 ﾠmight	 ﾠbe	 ﾠmade	 ﾠup	 ﾠwithout	 ﾠthe	 ﾠ
customer	 ﾠbeing	 ﾠpresent	 ﾠfor	 ﾠall,	 ﾠif	 ﾠany,	 ﾠfittings.	 ﾠ	 ﾠ
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The Parisian firm of Morin Blossier supplied Alexandra with a large number of her 
evening dresses from the 1890s until Edward’s death in 1910.  Since she did not 
visit Paris with great regularity and there was no UK branch of the establishment, 
there was clearly a means by which her dresses were supplied that did not 
require her physical presence, especially since couturier workrooms were such 
busy places. (Fig. 6.3). One syndicated newspaper column described the 
workshop of Morin Blossier: ‘In the corsage department is to be noted a vast 
wardrobe with pigeon holes, where every client has a fitted lining kept in a 
numbered and ticketed case.’
28  Presumably this was a common means by which 
wealthy clients from around the world might order gowns at a distance from the 
actual premises.  This certainly seems to have been the case when Alexandra 
and her sister Maria Feodorovna, the Tsarevna of Russia, planned to dress alike 
for the entirety of a Russian State visit to London in 1873 (Fig. 6.4).   
 
Once executed, this episode was to excite a great deal of public attention as the 
sisters appeared at a number of events wearing exactly the same dresses.  
However the planning of it and the supply of the chosen garments was 
apparently a much more tiresome affair according to a letter written by Alexandra 
to her sister, now in the Copenhagen archives.
29  Dated May 2 1873 and written 
from Sandringham Alexandra quickly bemoans the task at hand writing about 
‘our various unbearable dress nonsense which is boring me beyond 
description.’
30 She does go on however to summarise their needs for the 
proposed spectacle: ‘I will order the 9 dresses you want – but I think that it will be 
better to wait with the décolleté toilettes until you come they sew so quickly and 
some dresses at least we must have exactly alike.’
31 Alexandra proceeded to 
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28	 ﾠThe	 ﾠWaikato	 ﾠTimes,	 ﾠOctober	 ﾠ18	 ﾠ1884,	 ﾠp2,	 ﾠhttp://paperspast.natlib.govt.nz/cgi-ﾭ‐
bin/paperspast?a=d&d=WT18841018.2.43&l=mi&e=.	 ﾠ	 ﾠAccessed	 ﾠon	 ﾠ23.4.13.	 ﾠ
29	 ﾠI	 ﾠam	 ﾠindebted	 ﾠto	 ﾠDr	 ﾠJane	 ﾠRidley	 ﾠfor	 ﾠkindly	 ﾠsharing	 ﾠthe	 ﾠcontents	 ﾠof	 ﾠthis	 ﾠletter	 ﾠwith	 ﾠme.	 ﾠ	 ﾠShe	 ﾠhad	 ﾠ
received	 ﾠa	 ﾠgrant	 ﾠto	 ﾠhave	 ﾠthese	 ﾠletters	 ﾠtranslated	 ﾠduring	 ﾠa	 ﾠvisit	 ﾠto	 ﾠDenmark	 ﾠand	 ﾠso	 ﾠthe	 ﾠcontents	 ﾠare	 ﾠ
from	 ﾠher	 ﾠown	 ﾠresearch	 ﾠinto	 ﾠher	 ﾠbiography	 ﾠof	 ﾠBertie.	 ﾠ
30	 ﾠRigsarkivet,	 ﾠ860	 ﾠHåndskriftsamlingen,	 ﾠXVI.	 ﾠDanica,	 ﾠ1862	 ﾠ–	 ﾠ1885,	 ﾠ55,	 ﾠCentralarkiv	 ﾠfor	 ﾠ
Oktoberrevolutionen,	 ﾠMoskva,	 ﾠpk.	 ﾠ103.	 ﾠ	 ﾠBox	 ﾠ103,	 ﾠ1870-ﾭ‐1877	 ﾠ
31	 ﾠRigsarkivet,	 ﾠ860	 ﾠHåndskriftsamlingen,	 ﾠXVI.	 ﾠDanica,	 ﾠ1862	 ﾠ–	 ﾠ1885,	 ﾠ55,	 ﾠCentralarkiv	 ﾠfor	 ﾠ
Oktoberrevolutionen,	 ﾠMoskva,	 ﾠpk.	 ﾠ103.	 ﾠ	 ﾠBox	 ﾠ103,	 ﾠ1870-ﾭ‐1877	 ﾠ	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order garments for herself that her sister was apparently overseeing, writing: ‘Will 
you please order for me an elegant a light blue … demie toilette with two shirts … 
then you must also order for yourself  a ditto – and a really beautiful ….  dress 
white -  and a morning dress also ditto with you of some coarse material – my 
shirts a little longer than yours in the front bitte! …’
32 It is tempting to suggest that 
these orders were sent to the house of Worth where Marie Feodorovna was a 
regular and popular client. 
 
In addition to the many more familiar establishments included in the pages of the 
expense accounts, there are listed numerous unknowns.  Individuals such as 
Madame Valet, Madame Isabelle, Madame Chalmondries, Madame Felise, 
Madame Marguerite, appear in large numbers throughout the twenty five year 
period covered, ‘Madame’ being the accepted soubriquet of the smaller private 
dressmaker, as Alison Adburgham observes ‘...British to the core no doubt but 
Madame by courtesy and convention like most milliners and corsetieres.’
33  In 
spite of the prolific numbers of this style of dressmaking establishment, there has 
been little serious research conducted into the demographics of so large and 
influential a group.
34  Even Adburgham’s comprehensive account fails to address 
in any detail this branch of the clothing industry.
35  Whilst the growth and 
development of the department stores and larger retailers was clearly the 
defining feature of the second half of the nineteenth century for the newly affluent 
middle classes, private dressmakers offered a discretion that was crucial to a 
public figure such as Queen Alexandra.
36  Doubtless there was an element of old 
habits dying hard in this pattern of consumption too; Alexandra grew up with the 
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32	 ﾠRigsarkivet,	 ﾠ860	 ﾠHåndskriftsamlingen,	 ﾠXVI.	 ﾠDanica,	 ﾠ1862	 ﾠ–	 ﾠ1885,	 ﾠ55,	 ﾠCentralarkiv	 ﾠfor	 ﾠ
Oktoberrevolutionen,	 ﾠMoskva,	 ﾠpk.	 ﾠ103.	 ﾠ	 ﾠBox	 ﾠ103,	 ﾠ1870-ﾭ‐1877	 ﾠ
33	 ﾠAdburgham	 ﾠA,	 ﾠp.107	 ﾠ
34	 ﾠIn	 ﾠone	 ﾠyear	 ﾠof	 ﾠthe	 ﾠKelly’s	 ﾠDirectory	 ﾠfor	 ﾠLondon,	 ﾠthere	 ﾠare	 ﾠmany,	 ﾠmany	 ﾠpages	 ﾠof	 ﾠdressmakers	 ﾠand	 ﾠ
milliners	 ﾠlisted.	 ﾠ	 ﾠThe	 ﾠrole	 ﾠof	 ﾠthe	 ﾠprivate	 ﾠdressmaker	 ﾠis	 ﾠone	 ﾠthat	 ﾠneeds	 ﾠmore	 ﾠexploration.	 ﾠ
35	 ﾠOne	 ﾠof	 ﾠthe	 ﾠfew	 ﾠbooks	 ﾠon	 ﾠthe	 ﾠsubject	 ﾠis	 ﾠChristina	 ﾠWalkley’s	 ﾠThe	 ﾠGhost	 ﾠin	 ﾠthe	 ﾠLooking	 ﾠGlass:	 ﾠThe	 ﾠ
Victorian	 ﾠSeamstress,	 ﾠPeter	 ﾠOwen,	 ﾠLondon,	 ﾠ1981	 ﾠ
36	 ﾠBesides	 ﾠthe	 ﾠnames	 ﾠlisted	 ﾠin	 ﾠthe	 ﾠwardrobe	 ﾠaccounts	 ﾠand	 ﾠone	 ﾠor	 ﾠtwo	 ﾠincidental	 ﾠreferences	 ﾠelsewhere,	 ﾠ
there	 ﾠis	 ﾠlittle	 ﾠevidence	 ﾠas	 ﾠyet	 ﾠconcerning	 ﾠthese	 ﾠestablishments.	 ﾠ	 ﾠI	 ﾠwould	 ﾠhope	 ﾠin	 ﾠtime,	 ﾠto	 ﾠtry	 ﾠand	 ﾠ
ascertain	 ﾠif	 ﾠthere	 ﾠare	 ﾠany	 ﾠbusiness	 ﾠrecords	 ﾠrelating	 ﾠto	 ﾠany	 ﾠof	 ﾠthese,	 ﾠbut	 ﾠthis	 ﾠis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠwork	 ﾠin	 ﾠ
progress,	 ﾠand	 ﾠquite	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 ﾠlengthy	 ﾠtask.	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tradition whereby ‘gowns’ were bought by the yard of material to be made up into 
dresses by individual milliners.  Certainly even by the 1890s the accounts include 
references to silk mercers – Sherbone silk from one Dingley & Son, foulard silk 
from Jollys of Bath and tweed from the Scottish Home Industries Association in 
the early twentieth century when the department stores were at their zenith.
37  
There is evidence of this preference in the wardrobe accounts, where as Queen, 
Alexandra paid for the board at the White Hart in Windsor, of two Parisian 
dressmakers.
38   
 
Wardrobe Accounts 
Having survived the Hon. Charlotte Knollys’s faithful destruction of her mistress’s 
papers in 1924, four volumes of Queen Alexandra’s wardrobe accounts remain in 
the Royal Archive, Windsor.
39  They reveal in detail, Alexandra’s patterns of 
purchase over a significant period of her life – her final years as Princess of 
Wales, the Coronation of Edward VII, her decade as Queen Consort and her last 
years as the Queen Mother.  The entries are tantalizingly brief, listing simply the 
name of the retailer, their location, the date of purchase and the amount spent 
(Fig. 6.5).
40 Familiar names, high class couture houses, milliners, hatters, 
bootmakers, tailors, corset makers, makers of fans, shawls, gloves and 
stockings, furriers, embroiderers and lacemen march down the pages to allow a 
glimpse at the daily requirements and maintenance of this vast and ever 
changing royal wardrobe.  
 
Given such a wealth of information relating to the companies patronised by 
Alexandra it might be supposed that one could reconstruct her habits of 
consumption, her appearance and her preferences easily from so rich a source 
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37	 ﾠRA	 ﾠVIC	 ﾠAdd	 ﾠA	 ﾠ21	 ﾠ219A.	 ﾠ	 ﾠI	 ﾠam	 ﾠcurrently	 ﾠwaiting	 ﾠto	 ﾠhear	 ﾠfrom	 ﾠJollys	 ﾠin	 ﾠBath	 ﾠwho	 ﾠdo	 ﾠhave	 ﾠan	 ﾠarchive,	 ﾠ
but	 ﾠit	 ﾠrequires	 ﾠsome	 ﾠdigging	 ﾠapparently!	 ﾠ
38	 ﾠRA/VIC/Add	 ﾠA	 ﾠ21/219	 ﾠB	 ﾠFolio	 ﾠ29.	 ﾠ
39	 ﾠRA	 ﾠVIC/Add	 ﾠA	 ﾠ21/219	 ﾠA-ﾭ‐D	 ﾠfour	 ﾠlarge	 ﾠleather	 ﾠbound	 ﾠledgers	 ﾠthat	 ﾠinclude	 ﾠall	 ﾠof	 ﾠAlexandra’s	 ﾠ
expenses	 ﾠin	 ﾠaddition	 ﾠto	 ﾠher	 ﾠexpenditure	 ﾠon	 ﾠdress	 ﾠand	 ﾠwardrobe.	 ﾠ
40	 ﾠOccasionally	 ﾠthere	 ﾠis	 ﾠthe	 ﾠaddition	 ﾠof	 ﾠa	 ﾠsmall	 ﾠfurther	 ﾠentry,	 ﾠwhich	 ﾠmay	 ﾠreveal	 ﾠthe	 ﾠtype	 ﾠof	 ﾠgoods	 ﾠ
purchased,	 ﾠbut	 ﾠlargely	 ﾠit	 ﾠremains	 ﾠa	 ﾠcomprehensive	 ﾠaccounts	 ﾠledger,	 ﾠaccurate	 ﾠand	 ﾠpared	 ﾠdown	 ﾠto	 ﾠall	 ﾠ
but	 ﾠthe	 ﾠmost	 ﾠrelevant	 ﾠinformation.  	 ﾠ	 ﾠ
	 ﾠ 	 ﾠ 218	 ﾠ
and for these later years of her life this is certainly the case.
41  Indeed, the vast 
majority of the surviving garments date to this same period, from her years as 
Queen: tiny waisted evening gowns, embroidered silk stockings, exquisite shoes, 
gauze robes of state – all of the glitter and glamour of Edwardian high society 
captured on paper and in tangible material objects (Fig. 6.6).
42  The slender lines 
and elegant proportions create the illusion of a much younger woman and it is 
easy to forget, that here one is studying the shopping habits, the styles and the 
decisions in dress of Alexandra aged 54 and beyond.
43  These accounts and 
these objects, invaluable though they undoubtedly are, capture the latter years of 
Alexandra’s sartorial life and arguably miss out entirely her years of influence in 
the style stakes.
44  Gone is the young foreign bride with her initiation into the 
British royal family and a vastly increased clothes allowance. Gone is the 
thirtysomething sportswoman setting new trends in tailoring and leisure wear.  
Gone is the Princess of Wales, the title which dominated her life as a Victorian, 
and so enters the secure, confident Edwardian matriarch and there she remains 
in the wardrobe accounts and the museum stores. It is essential therefore, that 
whilst due attention is given to these survivals, an analysis of those pivotal early 
decades must be extrapolated from other less comprehensive sources.   
 
Alexandra’s choices at 54 would doubtless be very different to those made at 19, 
in spite of her still youthful figure.  Her life experiences; her deafness, her 
lameness, the loss of a child, a husband’s infidelity, the longevity of marriage, all 
by this point had shaped her as a person and as a consumer.  Whilst maintaining 
her reputation as one of the most stylish women of her age, she nevertheless 
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41	 ﾠSee	 ﾠAppendix	 ﾠ4	 ﾠcharting	 ﾠthe	 ﾠnames	 ﾠand	 ﾠgeographical	 ﾠlocations	 ﾠof	 ﾠmany	 ﾠof	 ﾠthese	 ﾠsuppliers.	 ﾠ
42	 ﾠSee	 ﾠChapter	 ﾠ4	 ﾠconcerning	 ﾠEvening	 ﾠDress.	 ﾠ
43	 ﾠDescriptions	 ﾠof	 ﾠAlexandra’s	 ﾠyouthfulness	 ﾠwere	 ﾠperpetuated	 ﾠthrough	 ﾠcontemporary	 ﾠpress	 ﾠreports,	 ﾠ
retouched	 ﾠphotographs	 ﾠand	 ﾠmemoirs.	 ﾠ	 ﾠFor	 ﾠexample	 ﾠa	 ﾠFrench	 ﾠdiplomat	 ﾠwrote	 ﾠof	 ﾠher:	 ﾠ‘Queen	 ﾠ
Alexandra	 ﾠwill	 ﾠreach	 ﾠher	 ﾠsixtieth	 ﾠyear	 ﾠnext	 ﾠDecember.	 ﾠ	 ﾠShe	 ﾠis	 ﾠsurprising	 ﾠand	 ﾠpreserves	 ﾠher	 ﾠlooks	 ﾠwith	 ﾠ
meticulous	 ﾠcare;	 ﾠshe	 ﾠmight	 ﾠbe	 ﾠtaken	 ﾠfor	 ﾠa	 ﾠwoman	 ﾠof	 ﾠthirty-ﾭ‐five’	 ﾠquoted	 ﾠin	 ﾠMaurois	 ﾠA,	 ﾠKing	 ﾠEdward	 ﾠ
and	 ﾠhis	 ﾠTimes,	 ﾠCassell	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1933,	 ﾠp.155	 ﾠ
44	 ﾠThere	 ﾠis	 ﾠno	 ﾠevidence	 ﾠof	 ﾠthe	 ﾠwhereabouts	 ﾠof	 ﾠany	 ﾠearlier	 ﾠvolumes	 ﾠof	 ﾠAlexandra’s	 ﾠaccounts	 ﾠcovering	 ﾠ
the	 ﾠfirst	 ﾠ35	 ﾠyears	 ﾠof	 ﾠher	 ﾠmarriage	 ﾠ–	 ﾠthey	 ﾠare	 ﾠnot	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠArchive	 ﾠin	 ﾠWindsor	 ﾠnor	 ﾠare	 ﾠthey	 ﾠin	 ﾠthe	 ﾠ
National	 ﾠArchive	 ﾠat	 ﾠKew.	 ﾠ	 ﾠ
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was, by the late 1890s, comfortable with her look, maintaining a safe elegance.
45  
From the outset, it becomes apparent that at this stage in her life, Alexandra’s 
purchases had become habitual.  Month on month and year on year, the same 
outfitters, department stores, hosiers and milliners benefited from regular royal 
patronage.  Whilst this may be unsurprising in her fifties, it is also true to say that 
Alexandra maintained a similar level of retail loyalty much earlier in her royal 
career. 
 
A single folio of the wardrobe accounts from the year 1898 reveals the variety of 
patronage and the geographical spread of the retailers listed.
46  The page 
includes payments made between May and November and lists 29 different 
payees.  Of these, eight are dressmakers including Mme Leclerq-Vigourous 
whose address listed in trade directories is 105-109 Oxford Street, Berthe & Yeo 
on Somerset St and four French establishments.
47  Five of the names appearing 
in the ledger can be described as more generic outfitters – Swan & Edgar who 
had premises in Picadilly and on Regent St, Graham & Son found at 26 Portman 
Square, Woolland Bros whose large Knightsbridge store ran from 1-7 Lowndes 
Terrace, Givry & Co on 39 Conduit St and Howell & James occupying Nos.5-9 
Regent St.  This page alone contains entries for Brigg & Son the umbrella maker 
at 23 St James St, Attoff & Norman the bootmakers at 69 New Bond Street, 
Robert Heath the hatter found on Oxford St, the furrier Poland & Son also on 
Oxford St, Garrard’s the jeweller at 25 & 26 Haymarket and the perfumer Piesse 
& Lubin at 2 New Bond Street.  What this sample reveals most significantly is 
twofold – firstly the variety of specific trades that occupied the market for dress 
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45	 ﾠThe	 ﾠfour	 ﾠleather	 ﾠbound	 ﾠaccounting	 ﾠbooks	 ﾠquantify	 ﾠAlexandra’s	 ﾠspending	 ﾠbetween	 ﾠthe	 ﾠyears	 ﾠ1898	 ﾠ
to	 ﾠthe	 ﾠend	 ﾠof	 ﾠher	 ﾠlife.	 ﾠ	 ﾠWhilst	 ﾠthe	 ﾠsection	 ﾠconcerning	 ﾠthe	 ﾠroyal	 ﾠwardrobe	 ﾠis	 ﾠa	 ﾠsignificant	 ﾠelement,	 ﾠit	 ﾠis	 ﾠ
just	 ﾠa	 ﾠpart	 ﾠof	 ﾠthe	 ﾠwider	 ﾠcontext	 ﾠof	 ﾠher	 ﾠexpenses	 ﾠdocumented	 ﾠwithin	 ﾠthe	 ﾠpages	 ﾠof	 ﾠeach	 ﾠvolume,	 ﾠeach	 ﾠ
revealing	 ﾠa	 ﾠfacet	 ﾠof	 ﾠthe	 ﾠQueen	 ﾠas	 ﾠconsumer	 ﾠ
46	 ﾠThe	 ﾠrandomly	 ﾠselected	 ﾠfolio	 ﾠis	 ﾠRA	 ﾠVIC/Add	 ﾠA21/219A	 ﾠFolio	 ﾠ28.	 ﾠ
47	 ﾠSince	 ﾠnone	 ﾠof	 ﾠthe	 ﾠaddresses	 ﾠor	 ﾠdescriptions	 ﾠfor	 ﾠthese	 ﾠsuppliers	 ﾠare	 ﾠgiven	 ﾠin	 ﾠthe	 ﾠaccounts,	 ﾠI	 ﾠmade	 ﾠa	 ﾠ
list	 ﾠof	 ﾠthe	 ﾠsuppliers	 ﾠand	 ﾠthen	 ﾠcross	 ﾠreferenced	 ﾠthem	 ﾠwith	 ﾠa	 ﾠvariety	 ﾠof	 ﾠdirectories	 ﾠto	 ﾠestablish	 ﾠfirst	 ﾠof	 ﾠ
all	 ﾠthe	 ﾠgoods	 ﾠthey	 ﾠsupplied	 ﾠfollowed	 ﾠby	 ﾠthe	 ﾠaddress,	 ﾠenabling	 ﾠme	 ﾠto	 ﾠunderstand	 ﾠboth	 ﾠthe	 ﾠtype	 ﾠof	 ﾠ
goods	 ﾠpurchased	 ﾠby	 ﾠAlexandra	 ﾠbut	 ﾠalso	 ﾠthe	 ﾠpattern	 ﾠof	 ﾠconsumption	 ﾠin	 ﾠterms	 ﾠof	 ﾠstore	 ﾠlocation.	 ﾠ	 ﾠSee	 ﾠ
Appendix	 ﾠ4	 ﾠfor	 ﾠthe	 ﾠlist	 ﾠof	 ﾠsuppliers	 ﾠand	 ﾠtheir	 ﾠaddresses,	 ﾠwhich	 ﾠhave	 ﾠbeen	 ﾠadded	 ﾠto	 ﾠa	 ﾠcontemporary	 ﾠ
street	 ﾠmap.	 ﾠ	 ﾠ
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and its associated ephemera during the period and secondly the relatively close 
proximity of these establishments to one another.
48  More pertinent still in this 
assessment of Alexandra’s shopping habits is the location of their London 
residence, Marlborough House, only two or three streets away from most of 
those suppliers listed.
49  Not only does this begin to allow an interpretation of 
Alexandra’s strategies of consumption but amplifies the role of her household, 
relating the proximity of her home to the location of the retailers and the 
complexities of fetching ordered goods.  Additional duties of the dresser are 
brought more sharply into focus through such analysis as they managed the 
collection of goods for the wardrobe.
50 
 
Establishments favoured by Queen Victoria such as the outfitters Caleys in 
Windsor, were soon adding the name of HRH the Princess of Wales to their 
advertisements,
51 a prize indeed for any firm hoping to capitalize on the arrival of 
the Danish rose.  The extent of this familial loyalty is made more apparent in a 
comparison of the suppliers listed in Queen Victoria’s Office of Robes accounts 
and those names known to have also supplied Alexandra both as Princess of 
Wales and Queen.  There are 33 different names that appear in the records for 
both women.
52  In some respects this may seem surprising given the stark 
differences in style and choice of appearance between the ever-mourning Queen 
and the ‘on-trend’ daughter-in-law.  Admittedly some such as Swears & Wells, 
Pryer Jones, and Swan & Edgar as outiftters or hosiers, were supplying the type 
of dress sundries and accessories that would form a ubiquitous and fairly generic 
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48	 ﾠSee	 ﾠthe	 ﾠcontemporary	 ﾠmap	 ﾠfor	 ﾠa	 ﾠmore	 ﾠdetailed	 ﾠvisualization	 ﾠof	 ﾠhow	 ﾠthese	 ﾠdifferent	 ﾠretailers	 ﾠwere	 ﾠ
located	 ﾠaround	 ﾠthis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠcity.	 ﾠ
49	 ﾠAs	 ﾠnoted	 ﾠabove	 ﾠthis	 ﾠis	 ﾠnot	 ﾠa	 ﾠdefinitive	 ﾠlist	 ﾠand	 ﾠthere	 ﾠare	 ﾠinevitably	 ﾠgaps	 ﾠwhere	 ﾠinformation	 ﾠis	 ﾠ
missing.	 ﾠ	 ﾠHowever,	 ﾠit	 ﾠprovides	 ﾠvaluable	 ﾠdetail	 ﾠabout	 ﾠthe	 ﾠpattern	 ﾠof	 ﾠAlexandra’s	 ﾠconsumption	 ﾠin	 ﾠthe	 ﾠ
city	 ﾠof	 ﾠLondon.	 ﾠ	 ﾠThis	 ﾠis	 ﾠone	 ﾠpage	 ﾠonly	 ﾠout	 ﾠof	 ﾠmany	 ﾠand	 ﾠ29	 ﾠsuppliers	 ﾠout	 ﾠof	 ﾠthe	 ﾠ113	 ﾠdifferent	 ﾠnames	 ﾠin	 ﾠ
the	 ﾠfour	 ﾠaccounts	 ﾠledgers.	 ﾠ	 ﾠSee	 ﾠAppendix	 ﾠ4	 ﾠfor	 ﾠthe	 ﾠfull	 ﾠlist.	 ﾠ
50	 ﾠSee	 ﾠthe	 ﾠsection	 ﾠbelow	 ﾠfor	 ﾠa	 ﾠdetailed	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠdresser’s	 ﾠduties	 ﾠwhich	 ﾠincluded	 ﾠthis	 ﾠkind	 ﾠof	 ﾠ
purchasing	 ﾠand	 ﾠcollection.	 ﾠ
51	 ﾠBy	 ﾠ1866	 ﾠCaley’s	 ﾠdescribed	 ﾠthemselves	 ﾠas	 ﾠ‘Silk	 ﾠMercers,	 ﾠLinen	 ﾠDrapers,	 ﾠLacemen,	 ﾠFurriers,	 ﾠFlorists	 ﾠ
etc	 ﾠTO	 ﾠTHE	 ﾠQUEEN,	 ﾠthe	 ﾠPrince	 ﾠand	 ﾠPrincess	 ﾠof	 ﾠWales’	 ﾠquoted	 ﾠin	 ﾠAdburgham	 ﾠA,	 ﾠShops	 ﾠand	 ﾠShopping	 ﾠ
1800-ﾭ‐1914,	 ﾠBarrie	 ﾠ&	 ﾠJenkins	 ﾠLtd,	 ﾠ1989,	 ﾠp.26	 ﾠ
52	 ﾠNational	 ﾠArchive,	 ﾠLC12/1-ﾭ‐5	 ﾠ	 ﾠ
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section of any upper class lady’s wardrobe.
53  Even so, the correspondence of so 
many names further supports the theory of retail loyalty that was a feature of the 
nineteenth century consumer.  Osbert Lancaster recalls in his memoirs: ‘It is 
difficult nowadays to realise how very personal was then the relationship, even in 
London, between shop-keeper and customer and the enormous importance, 
comparable almost to that attained by rival churches, which late Victorian and 
Edwardian ladies attached to certain stores.  All my female relatives had their 
own favourites...’
54 Alexandra’s continued patronage of these firms, far beyond 
her time as a newly-wed, and newly arrived citizen, suggests that such allegiance 
was indeed accepted and even expected.  It implies too, that Alexandra felt 
comfortable maintaining an element of safety in her appearance in continuing to 
support the tried and trusted firms.
55 
 
Alexandra did not purchase items from department stores and couture houses 
alone.  Further evidence of an alternate patronage, representing the support of 
regional and cottage industries is to be found in the section relating to 
miscellaneous expenses in the accounts records.  There is a variety of regular, 
small entries for the purchase of single items; £7 paid to a Mrs O’Brien for a lace 
scarf in December 1900, a shawl and slippers purchased from Mrs Mogen for the 
sum of £2/10/6d, two Shetland shawls costing £5/15 from Mrs Mary Barri in 
1902.
56  Alexandra’s introduction to the practical nature of dressmaking as 
opposed to the more fashionable art of decorative needlework, may have 
contributed to her interest in these small, homespun objects, in addition to the 
tradition encouraged first by Queen Victoria for the support of British 
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53	 ﾠNone	 ﾠof	 ﾠthe	 ﾠsurviving	 ﾠobjects	 ﾠbear	 ﾠthe	 ﾠlabel	 ﾠof	 ﾠdepartment	 ﾠstores	 ﾠsuch	 ﾠas	 ﾠthese	 ﾠwhich	 ﾠsuggests	 ﾠthat	 ﾠ
they	 ﾠwere	 ﾠindeed	 ﾠsupplying	 ﾠAlexandra	 ﾠwith	 ﾠa	 ﾠrange	 ﾠof	 ﾠmore	 ﾠeveryday	 ﾠdress	 ﾠsupplies.	 ﾠ	 ﾠThis	 ﾠis	 ﾠalso	 ﾠ
supported	 ﾠby	 ﾠthe	 ﾠfrequent	 ﾠoccurrences	 ﾠof	 ﾠsuch	 ﾠfirms	 ﾠin	 ﾠthe	 ﾠaccounts.	 ﾠ	 ﾠThis	 ﾠpresumably	 ﾠincluded	 ﾠ
sundries	 ﾠsuch	 ﾠas	 ﾠstockings,	 ﾠlinen	 ﾠfor	 ﾠunderwear,	 ﾠblouses,	 ﾠhandkerchiefs	 ﾠand	 ﾠnightwear.	 ﾠ
54	 ﾠLancaster	 ﾠO,	 ﾠAll	 ﾠDone	 ﾠFrom	 ﾠMemory,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1963,	 ﾠp.35	 ﾠ
55	 ﾠSee	 ﾠthe	 ﾠsection	 ﾠpertaining	 ﾠto	 ﾠthe	 ﾠRoyal	 ﾠLaundry	 ﾠfor	 ﾠa	 ﾠwider	 ﾠdiscussion	 ﾠrelating	 ﾠto	 ﾠnotions	 ﾠof	 ﾠ
discretion	 ﾠand	 ﾠthe	 ﾠRoyal	 ﾠfamily.	 ﾠ
56	 ﾠRA	 ﾠVIC	 ﾠAdd	 ﾠA	 ﾠ21	 ﾠ219A	 ﾠFolios	 ﾠ117,	 ﾠ118	 ﾠ&	 ﾠ122	 ﾠ	 ﾠ
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manufactures.
57  Alexandra clearly felt compelled to show her admiration for the 
non-industrialised textile arts with her philanthropic purchasing.  In a similar vein, 
regular payments were made to charitable organisations involved in the 
production of textiles: in 1904 the Poor Gentlewoman’s Fund received £6/13 for 
some lace, art needlework amounting to £15/15 came from the Working Ladies 
Club and in July 1908 Alexandra made a payment to the Duchess of Beaufort for 
shawls made by the pupils of the Bristol Blind Asylum.
58  This form of Royal 
patronage was not uncommon, requests being regularly received from cottage 
industries across the country.
59  
 
Royal Patronage 
Any establishment which was favoured with the Princess of Wale’s patronage 
was certain to capitalise on their good fortune to an unprecedented degree, from 
the very moment of her arrival to the shores of her new home.  W. Fry & Co of 
Dublin quickly produced an illuminated card, adhered to which was a strip of the 
lilac poplin they had produced, worn as a mantle by Alexandra as she arrived in 
Gravesend to be met by Edward.  Surmounted by the Prince of Wales feathers, 
the card reads: ‘Part of the Original Piece of Irish Poplin (Her Majesty’s Favourite 
Color), worn by H.R.H. the Princess of Wales when entering London, March 
1863, Manufactured by W. Fry & Co of Dublin who forward patterns of Irish 
poplin post free.’
60  Fry & Co were certainly not going to pass up an opportunity 
both to herald their association with the beautiful princess and to advertise the 
rest of their wares. 
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57	 ﾠThe	 ﾠGreat	 ﾠExhibition	 ﾠof	 ﾠ1851	 ﾠwas	 ﾠone	 ﾠof	 ﾠQueen	 ﾠVictoria’s	 ﾠearliest	 ﾠshowcases	 ﾠfor	 ﾠBritish	 ﾠindustry	 ﾠ
and	 ﾠincluded	 ﾠmany	 ﾠexamples	 ﾠof	 ﾠBritish	 ﾠtextiles	 ﾠfrom	 ﾠsilk	 ﾠproduction	 ﾠto	 ﾠhand	 ﾠmade	 ﾠlace.	 ﾠ	 ﾠOccasions	 ﾠ
such	 ﾠas	 ﾠher	 ﾠfancy	 ﾠdress	 ﾠballs	 ﾠwere	 ﾠalso	 ﾠintended	 ﾠto	 ﾠboost	 ﾠthe	 ﾠtextile	 ﾠtrades,	 ﾠencouraging	 ﾠguests	 ﾠto	 ﾠ
source	 ﾠtheir	 ﾠcostumes	 ﾠlocally.	 ﾠ
58	 ﾠRA	 ﾠVIC	 ﾠAdd	 ﾠA	 ﾠ21	 ﾠ219B,	 ﾠFolios	 ﾠ99	 ﾠ&	 ﾠ118	 ﾠ
59	 ﾠA	 ﾠbag	 ﾠof	 ﾠold	 ﾠlace	 ﾠdiscovered	 ﾠin	 ﾠa	 ﾠprimary	 ﾠschool	 ﾠin	 ﾠDevon,	 ﾠcontained	 ﾠa	 ﾠlace	 ﾠsampler	 ﾠand	 ﾠa	 ﾠmessage	 ﾠ
to	 ﾠQueen	 ﾠVictoria	 ﾠwritten	 ﾠin	 ﾠHoniton	 ﾠRib	 ﾠlace	 ﾠreading	 ﾠ‘To	 ﾠher	 ﾠmost	 ﾠGracious	 ﾠMajesty	 ﾠwith	 ﾠthe	 ﾠhumble	 ﾠ
hope	 ﾠof	 ﾠfuture	 ﾠorders’	 ﾠbeneath	 ﾠwhich	 ﾠwere	 ﾠsamples	 ﾠof	 ﾠdifferent	 ﾠtrolly	 ﾠlace	 ﾠedgings.	 ﾠ	 ﾠThe	 ﾠTimes	 ﾠ
reported	 ﾠin	 ﾠJanuary	 ﾠ1841	 ﾠthat	 ﾠ‘Her	 ﾠMajesty	 ﾠThe	 ﾠQueen	 ﾠhas	 ﾠgraciously	 ﾠcommanded	 ﾠa	 ﾠfurther	 ﾠorder	 ﾠof	 ﾠ
lace	 ﾠfrom	 ﾠthe	 ﾠdestitute	 ﾠlace	 ﾠmakers	 ﾠof	 ﾠWoodbury	 ﾠSalterton	 ﾠin	 ﾠDevon.	 ﾠ	 ﾠHer	 ﾠMajesty	 ﾠhas	 ﾠalso	 ﾠ
condescended	 ﾠto	 ﾠreceive	 ﾠfrom	 ﾠthem	 ﾠa	 ﾠlace	 ﾠfrock	 ﾠfor	 ﾠthe	 ﾠPrincess	 ﾠRoyal	 ﾠand	 ﾠhas	 ﾠin	 ﾠreturn	 ﾠsent	 ﾠa	 ﾠ
munificent	 ﾠpresent	 ﾠto	 ﾠthe	 ﾠlacemakers.’	 ﾠMcFadzean	 ﾠC,	 ﾠDevon	 ﾠTrolly	 ﾠLace;	 ﾠThe	 ﾠLost	 ﾠLace	 ﾠof	 ﾠthe	 ﾠEast	 ﾠ
Devon	 ﾠCoast,	 ﾠShort	 ﾠRun	 ﾠPress	 ﾠExeter,	 ﾠ2004,	 ﾠp.1	 ﾠ
60	 ﾠThe	 ﾠRoyal	 ﾠCollection,	 ﾠRA/VIC/Add	 ﾠA	 ﾠ8/1425.	 ﾠ	 ﾠ
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As with all Royal weddings, gifts were received from every corner of the Empire, 
but here too manufacturers of textiles and items of clothing were swift in their 
recognition of a marketing opportunity.
61  Clabburn Sons & Crisp, the shawl 
manufacturers and retailers of Norwich gave the bride a woven plaid shawl in the 
Danish royal colours, featuring the traditional motifs of scrolls, sprays and pines 
(Fig. 6.7).
62  
 
The significance of royal patronage cannot be over emphasised in terms of trade 
benefits.  In one example of Queen Victoria’s ledger for the Office of the Robes, 
the Mistress and Clerk of the Robes deal frequently with requests from suppliers 
to be awarded the status of a Royal Warrant Holder (Fig. 6.8).  Egerton Burnett, 
a company featured in both Queen Victoria’s accounts and Alexandra’s too, 
wrote in 1888 making just such a request.  The response was unequivocal: 
‘...occasional purchase of goods from a tradesman does not entitle him to a 
Royal Warrant which distinction is reserved for those only who habitually and 
continually service Her Majesty with goods.’
63  The company, however, did not 
despair and instead advertised in The Queen that they were the ‘Holders of Many 
Royal Appointments’ and sold their famous ‘Royal Serges’.
64 
 
Unfortunately, the merit of a royal warrant was not a lifetime guarantee. On the 
death of Queen Victoria, all of her warrant holders received the following letter, 
which is worth quoting here in full: ‘To the Warrant Holders of Her Late Majesty.  I 
am desired by the Mistress of the Robes to inform you that [illegible] on the death 
of Queen Victoria, the warrant of appointment granted to you by Her Majesty has 
ceased to be in force.  You are at liberty to apply to Lord Colville, the Lord 
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61	 ﾠNot	 ﾠonly	 ﾠwere	 ﾠmany	 ﾠof	 ﾠthe	 ﾠwedding	 ﾠgifts	 ﾠlisted	 ﾠin	 ﾠThe	 ﾠTimes,	 ﾠbut	 ﾠthe	 ﾠgifts	 ﾠwent	 ﾠon	 ﾠdisplay	 ﾠin	 ﾠthe	 ﾠ
South	 ﾠKensington	 ﾠMuseum;	 ﾠa	 ﾠwonderful	 ﾠadvertisement	 ﾠfor	 ﾠthose	 ﾠsuppliers	 ﾠfeatured.	 ﾠ
62	 ﾠAdditionally,	 ﾠthey	 ﾠproduced	 ﾠsouvenir	 ﾠshawls	 ﾠof	 ﾠthe	 ﾠsame	 ﾠdesign	 ﾠfor	 ﾠtheir	 ﾠcustomers	 ﾠto	 ﾠpurchase	 ﾠon	 ﾠ
the	 ﾠtide	 ﾠof	 ﾠpopularity	 ﾠfor	 ﾠthe	 ﾠnew	 ﾠPrincess	 ﾠof	 ﾠWales.	 ﾠ	 ﾠOne	 ﾠexample	 ﾠis	 ﾠnow	 ﾠin	 ﾠNorfolk	 ﾠMuseums	 ﾠ
Collections,	 ﾠCarrow	 ﾠHouse,	 ﾠNWHCM:	 ﾠ1910.7	 ﾠ
63	 ﾠNational	 ﾠArchive,	 ﾠLC13/5	 ﾠp.31	 ﾠ
64	 ﾠThe	 ﾠQueen,	 ﾠSaturday	 ﾠJune	 ﾠ19th,	 ﾠ1897,	 ﾠp.1	 ﾠ	 ﾠ
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Chamberlain to the Queen Alexandra for a renewal of the warrant, but the 
application must state the grounds upon which the request is based and the 
names of the members of the firms.’
65  The consequences of this cessation of the 
right to a royal warrant must have been significant to many of the firms 
concerned.
66  Possibly, Alexandra would have awarded the warrants on the basis 
of former loyalty to the late Queen, but if nothing else there must have been a 
period of extreme anxiety for those suppliers affected.
67  
 
Dressers and the Royal Household 
Efficient administration within the household was not in evidence when Victoria 
ascended the throne in 1837: ‘When we try to imagine the army of servants, 
divided up into three sections, controlled by three separate departments, we no 
longer wonder that royal visitors frequently arrived with no luggage and were 
sometimes found wandering the corridors of Windsor, looking for someone to 
show them the way.’
68  Thus, the much slicker establishment that operated 
around the Queen by the time the Prince and Princess of Wales were forming 
their own household in the 1860s had no longstanding precedent. 
 
The antiquated structure of the household by this date was not only costly but 
ridiculously inefficient, separated into the aforementioned three departments – 
that of Lord Chamberlain, Lord Steward and Master of the Horse.
69  The roots of 
the departments were of medieval origin but by the time Victoria ascended the 
throne their roles had become mired in impractical tradition. There were complex 
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65	 ﾠNational	 ﾠArchive,	 ﾠLC13/5	 ﾠp.382	 ﾠ
66	 ﾠI	 ﾠhave	 ﾠbeen	 ﾠunable	 ﾠto	 ﾠfind	 ﾠa	 ﾠcorresponding	 ﾠletter	 ﾠfrom	 ﾠEdward	 ﾠVII’s	 ﾠhousehold	 ﾠdetailing	 ﾠa	 ﾠsimilar	 ﾠ
cessation	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠWarrant.	 ﾠ	 ﾠQueen	 ﾠVictoria	 ﾠwas	 ﾠthe	 ﾠfirst	 ﾠmonarch	 ﾠto	 ﾠformalize	 ﾠthe	 ﾠsystem	 ﾠof	 ﾠ
Royal	 ﾠAppointments	 ﾠand	 ﾠso	 ﾠit	 ﾠis	 ﾠpossible	 ﾠthat	 ﾠthey	 ﾠceased	 ﾠon	 ﾠher	 ﾠdeath	 ﾠbut	 ﾠthereafter	 ﾠwere	 ﾠreviewed	 ﾠ
rather	 ﾠthan	 ﾠstopped	 ﾠon	 ﾠthe	 ﾠdeath	 ﾠof	 ﾠa	 ﾠmonarch.	 ﾠ	 ﾠToday	 ﾠthe	 ﾠRoyal	 ﾠWarrant	 ﾠis	 ﾠawarded	 ﾠfor	 ﾠa	 ﾠfive-ﾭ‐year	 ﾠ
period	 ﾠwhen	 ﾠit	 ﾠis	 ﾠreviewed	 ﾠby	 ﾠthe	 ﾠoffice	 ﾠof	 ﾠthe	 ﾠLord	 ﾠChamberlain.	 ﾠ	 ﾠSee	 ﾠ
http://www.royal.gov.uk/MonarchUK/Symbols/Royalwarrants.aspx	 ﾠfor	 ﾠthe	 ﾠofficial	 ﾠhistory	 ﾠof	 ﾠthe	 ﾠ
warrant	 ﾠand	 ﾠits	 ﾠoperation	 ﾠtoday.	 ﾠ	 ﾠAccessed	 ﾠon	 ﾠ27.6.13	 ﾠ
67	 ﾠThe	 ﾠlist	 ﾠof	 ﾠRoyal	 ﾠWarrant	 ﾠHolders	 ﾠwas	 ﾠpublished	 ﾠannually	 ﾠin	 ﾠthe	 ﾠLondon	 ﾠGazette	 ﾠ
68	 ﾠErskine,	 ﾠp.145	 ﾠ
69	 ﾠBroadly	 ﾠspeaking	 ﾠthe	 ﾠLord	 ﾠChamberlain’s	 ﾠdepartment	 ﾠwere	 ﾠin	 ﾠcharge	 ﾠof	 ﾠsocial	 ﾠand	 ﾠceremonial	 ﾠlife	 ﾠ
at	 ﾠcourt,	 ﾠthe	 ﾠLord	 ﾠSteward’s	 ﾠdepartment	 ﾠwere	 ﾠcharged	 ﾠwith	 ﾠdomestic	 ﾠlife	 ﾠand	 ﾠmaintenance	 ﾠbelow	 ﾠ
stairs	 ﾠand	 ﾠthe	 ﾠMaster	 ﾠof	 ﾠthe	 ﾠHorse	 ﾠtook	 ﾠcare	 ﾠof	 ﾠthe	 ﾠstables	 ﾠand	 ﾠoversaw	 ﾠtravel	 ﾠarrangements	 ﾠfor	 ﾠthe	 ﾠ
monarch.	 ﾠ	 ﾠ
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arrangements made more so as generations passed with no rationalisation of the 
system.  This Albert undertook in 1842, bringing order to the chaos and placing 
the Master of the Household at the head of the hierarchy, facilitating 
communications between all concerned. 
 
It was a timely restructuring.  Only three years earlier the young Queen had 
become embroiled in a political controversy that was to demonstrate that even 
the workings of the household were not beyond the realm of national interest.  In 
1839, her new Prime Minister Sir Robert Peel requested that she replace some 
of her Whig ladies-in-waiting with some Tory ladies as a show of confidence in 
her new government.  This she refused to do, prompting what was to become 
known as the Bedchamber Crisis.  As Arnstein describes in his biography: ‘Her 
stern defiance on the matter and Peel’s subsequent decision not to form a 
government at all were to be described as “unconstitutional” partisanship on the 
part of the young queen.’
70 Lord Melbourne was recalled and reluctantly 
reclaimed his post.
71  Although a celebrated example of its day, the Bedchamber 
Crisis was indicative of the power that the Royal Household was perceived to 
exert. It was within this complex hierarchy then that the Office of Robes 
operated.
72 Whilst the contents of the wardrobe were paid for out of the privy 
purse, the practical remuneration of suppliers was overseen by the Lord 
Chamberlain’s department, repair and laundering of garments came under the 
jurisdiction of the Lord Steward’s department whilst the transport of luggage 
when travelling was the responsibility of the Master of the Horse.   
 
The early composition of Alexandra’s household had been arranged for her 
under the autocratic eye of Queen Victoria.  Alexandra had no Danish maids or 
ladies in waiting to accompany her after her marriage. The identity of these early  
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70	 ﾠArnstein	 ﾠW,	 ﾠQueen	 ﾠVictoria,	 ﾠPalgrave	 ﾠMacmillan,	 ﾠHampshire,	 ﾠ2003,	 ﾠp.45	 ﾠ
71	 ﾠMelbourne	 ﾠhad	 ﾠresigned	 ﾠas	 ﾠhis	 ﾠmajority	 ﾠin	 ﾠthe	 ﾠHouse	 ﾠof	 ﾠCommons	 ﾠhad	 ﾠdropped	 ﾠsignificantly	 ﾠover	 ﾠ
the	 ﾠJamaica	 ﾠBill	 ﾠof	 ﾠ1839.	 ﾠ	 ﾠHe	 ﾠhad	 ﾠbeen	 ﾠVictoria’s	 ﾠclose	 ﾠconfidant	 ﾠand	 ﾠadvisor	 ﾠprior	 ﾠto	 ﾠher	 ﾠmarriage.	 ﾠ
72	 ﾠIn	 ﾠmany	 ﾠrespects	 ﾠthe	 ﾠOffice	 ﾠof	 ﾠRobes	 ﾠmaintained	 ﾠa	 ﾠpresence	 ﾠin	 ﾠall	 ﾠdepartments	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠ
Household	 ﾠincluding	 ﾠthat	 ﾠof	 ﾠthe	 ﾠPrivy	 ﾠPurse,	 ﾠthe	 ﾠadministrative	 ﾠdivision	 ﾠthat	 ﾠcontrolled	 ﾠthe	 ﾠ
sovereign’s	 ﾠpersonal	 ﾠincome	 ﾠand	 ﾠservants.  	 ﾠ	 ﾠ
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‘maids’ or ‘dressers’ as they were referred to officially has not been recorded.  
Nor indeed have any direct accounts of their work in the household of the new 
Princess of Wales survived.
73  Given the Queen’s dominant role concerning the 
establishment of this household, however, it is reasonable to assume that its 
substance in this respect would have mirrored her own.
74  The papers concerning 
the reign of Queen Victoria are both broad in scope and comprehensive in 
detail.
75  
 
In particular, the set of volumes from the Queen’s Office of Robes offers an 
invaluable insight into the day-to-day maintenance of a unique, busy, working 
Royal wardrobe.
76  Perhaps the strongest sense inferred from the ledgers 
relating to the Office of Robes is that of a cohesive, independent department; a 
large cog in a larger machine running the royal household.  At the head of the 
department, on a monthly salary of £125 was the Mistress of Robes.  More than 
a purely ceremonial position, this was a role that required a commitment to the 
smooth running of the Queen’s wardrobe.
77  Her duties included the quarterly 
submission of the department’s accounts and expenses to the Treasury, 
correspondence with existing and prospective warrant holders and suppliers, and 
the general administration of the dressers and wardrobe maids under her 
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73	 ﾠThis	 ﾠmay	 ﾠnot	 ﾠhave	 ﾠbeen	 ﾠowing	 ﾠto	 ﾠany	 ﾠdeliberate	 ﾠdestruction	 ﾠunlike	 ﾠAlexandra’s	 ﾠpersonal	 ﾠpapers.	 ﾠ	 ﾠA	 ﾠ
certain	 ﾠportion	 ﾠof	 ﾠroyal	 ﾠpapers	 ﾠwas	 ﾠlost	 ﾠfrom	 ﾠthe	 ﾠPublic	 ﾠRecord	 ﾠOffice	 ﾠduring	 ﾠWWII	 ﾠand	 ﾠso	 ﾠit	 ﾠis	 ﾠ
possible	 ﾠthat	 ﾠsuch	 ﾠrecords	 ﾠwere	 ﾠlost	 ﾠthen.	 ﾠ
74	 ﾠFor	 ﾠmore	 ﾠdetail	 ﾠabout	 ﾠthe	 ﾠestablishment	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠWarrant	 ﾠsystem	 ﾠfor	 ﾠexample,	 ﾠwhich	 ﾠVictoria	 ﾠ
formalized	 ﾠat	 ﾠthe	 ﾠbeginning	 ﾠof	 ﾠher	 ﾠreign	 ﾠsee	 ﾠHeald	 ﾠT,	 ﾠBy	 ﾠAppointment	 ﾠ–	 ﾠ150	 ﾠYears	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠ
Warrant	 ﾠand	 ﾠits	 ﾠHolders,	 ﾠQueen	 ﾠAnne	 ﾠPress,	 ﾠLondon,	 ﾠ1989,	 ﾠpp.11-ﾭ‐38.	 ﾠ
75	 ﾠIn	 ﾠspite	 ﾠof	 ﾠthe	 ﾠsartorial	 ﾠdifferences	 ﾠbetween	 ﾠthe	 ﾠtwo	 ﾠwomen,	 ﾠthere	 ﾠis	 ﾠa	 ﾠgreat	 ﾠdeal	 ﾠto	 ﾠbe	 ﾠgained	 ﾠfrom	 ﾠ
a	 ﾠstudy	 ﾠof	 ﾠthe	 ﾠLord	 ﾠChamberlain’s	 ﾠpapers	 ﾠthat	 ﾠdocument	 ﾠthe	 ﾠreign	 ﾠof	 ﾠAlexandra’s	 ﾠformidable	 ﾠmother-ﾭ‐
in-ﾭ‐law.	 ﾠ	 ﾠIt	 ﾠis	 ﾠa	 ﾠfair	 ﾠassumption	 ﾠthat	 ﾠas	 ﾠQueen,	 ﾠAlexandra’s	 ﾠown	 ﾠOffice	 ﾠof	 ﾠRobes	 ﾠwould	 ﾠhave	 ﾠfollowed	 ﾠ
very	 ﾠsimilar	 ﾠlines,	 ﾠalthough	 ﾠthe	 ﾠnature	 ﾠof	 ﾠthe	 ﾠsystem	 ﾠthat	 ﾠoperated	 ﾠduring	 ﾠher	 ﾠtime	 ﾠas	 ﾠPrincess	 ﾠof	 ﾠ
Wales	 ﾠis	 ﾠless	 ﾠeasy	 ﾠto	 ﾠascertain.  	 ﾠ
76	 ﾠNational	 ﾠArchive,	 ﾠLC12/1-ﾭ‐5	 ﾠ&	 ﾠLC13/1-ﾭ‐5	 ﾠ
77For	 ﾠthe	 ﾠchosen	 ﾠfew	 ﾠit	 ﾠcould	 ﾠbe	 ﾠa	 ﾠboost	 ﾠto	 ﾠa	 ﾠcareer	 ﾠin	 ﾠSociety.	 ﾠ	 ﾠLouisa	 ﾠDuchess	 ﾠof	 ﾠManchester,	 ﾠlater	 ﾠ
Duchess	 ﾠof	 ﾠDevonshire	 ﾠwas	 ﾠbriefly	 ﾠQueen	 ﾠVictoria’s	 ﾠMistress	 ﾠof	 ﾠthe	 ﾠRobes.	 ﾠ	 ﾠA	 ﾠfierce	 ﾠand	 ﾠastute	 ﾠ
member	 ﾠof	 ﾠthe	 ﾠsocial	 ﾠand	 ﾠpolitical	 ﾠelite,	 ﾠit	 ﾠwas	 ﾠa	 ﾠvictory	 ﾠover	 ﾠher	 ﾠrivals.	 ﾠ	 ﾠVane	 ﾠwrites	 ﾠin	 ﾠhis	 ﾠbiography:	 ﾠ
‘The	 ﾠ2nd	 ﾠDuke	 ﾠof	 ﾠWellington	 ﾠthought	 ﾠthat	 ﾠhis	 ﾠstately	 ﾠwife,	 ﾠwho	 ﾠhad	 ﾠbeen	 ﾠa	 ﾠLady	 ﾠof	 ﾠthe	 ﾠBedchamber	 ﾠfor	 ﾠ
years,	 ﾠought	 ﾠto	 ﾠhave	 ﾠhad	 ﾠthe	 ﾠRobes	 ﾠand	 ﾠwas	 ﾠso	 ﾠannoyed	 ﾠthat	 ﾠhe	 ﾠmade	 ﾠher	 ﾠresign	 ﾠher	 ﾠexisting	 ﾠoffice.’	 ﾠ	 ﾠ
See	 ﾠVane	 ﾠH,	 ﾠAffair	 ﾠof	 ﾠState,	 ﾠPeter	 ﾠOwen,	 ﾠLondon,	 ﾠ2004,	 ﾠp.21	 ﾠ	 ﾠ
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supervision.  The hierarchy of the Office of Robes was as stringent as that 
experienced at all levels of the household: beneath the Mistress of the Robes 
came the Groom of the Robes, next the Clerk of the Robes, the messenger John 
Maclean, three dressers starting with the principal dresser to the third dresser, 
beneath which came the wardrobe maids.
78   
 
The inclusion of a messenger salaried to the Office of Robes may perhaps 
answer questions as to some of the logistical problems faced by the large 
numbers of suppliers and the regular requirements of such a large wardrobe.  On 
a monthly salary of £22, the name of John Maclean, messenger, appears on the 
final line of the administrative posts in the department.  ‘Messenger’s 
Disbursements’ would suggest that he was claiming for travelling expenses and 
other sundry costs incurred.  The suggestion is of daily errands to collect items of 
clothing from specific retailers, launderers, haberdashery for the dressers, the 
settling of accounts and a myriad other trips into the city that simply would not 
have been feasible for the dressers to carry out.  He was paid less than the 
principal dresser who commanded a monthly sum of £37, but more than the third 
dresser on £17.
79 
 
The dressers were often hired for their relationship to other known members of 
the royal household, creating a tight and discreet network of employees.  The 
principal dresser for Queen Victoria outlined in the Office of Robes volumes was 
Marianne Skerrett (Fig. 6.9).
80  A devoted servant, Marianne was entrusted with 
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78	 ﾠThis	 ﾠhierarchy	 ﾠand	 ﾠits	 ﾠcorresponding	 ﾠsalaries	 ﾠwere	 ﾠfaithfully	 ﾠrecorded	 ﾠeach	 ﾠmonth,	 ﾠallowing	 ﾠa	 ﾠ
detailed	 ﾠanalysis	 ﾠof	 ﾠthe	 ﾠoperation	 ﾠover	 ﾠa	 ﾠlong	 ﾠperiod	 ﾠof	 ﾠtime.	 ﾠ
79	 ﾠHe	 ﾠappears	 ﾠin	 ﾠthe	 ﾠrecords	 ﾠfrom	 ﾠ1861	 ﾠand	 ﾠis	 ﾠstill	 ﾠrecorded	 ﾠin	 ﾠpost	 ﾠover	 ﾠtwenty	 ﾠyears	 ﾠlater.	 ﾠThe	 ﾠ
history	 ﾠof	 ﾠroyal	 ﾠmessengers	 ﾠis	 ﾠa	 ﾠlong	 ﾠone	 ﾠ–	 ﾠas	 ﾠlong	 ﾠas	 ﾠthe	 ﾠmonarchy	 ﾠitself.	 ﾠ	 ﾠFor	 ﾠthe	 ﾠonly	 ﾠpublication	 ﾠto	 ﾠ
consider	 ﾠits	 ﾠrole	 ﾠsee	 ﾠCady	 ﾠH	 ﾠ&	 ﾠP,	 ﾠThe	 ﾠEnglish	 ﾠRoyal	 ﾠMessengers	 ﾠService,	 ﾠ1685-ﾭ‐1750:	 ﾠAn	 ﾠInstitutional	 ﾠ
Study,	 ﾠEdwin	 ﾠMellen,	 ﾠLampeter	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ1999.	 ﾠ	 ﾠIn	 ﾠthe	 ﾠ19th	 ﾠcentury	 ﾠits	 ﾠrole	 ﾠwas	 ﾠmore	 ﾠeclectic	 ﾠas	 ﾠ
communication	 ﾠmethods	 ﾠchanged	 ﾠand	 ﾠso	 ﾠthe	 ﾠmessenger	 ﾠtook	 ﾠon	 ﾠvarying	 ﾠduties	 ﾠwhich	 ﾠincluded	 ﾠ
running	 ﾠpractical	 ﾠerrands	 ﾠfor	 ﾠmembers	 ﾠof	 ﾠthe	 ﾠRoyal	 ﾠfamily.	 ﾠ
80	 ﾠAlthough	 ﾠSkerrett	 ﾠherself	 ﾠhas	 ﾠnot	 ﾠbeen	 ﾠthe	 ﾠsubject	 ﾠof	 ﾠany	 ﾠresearch,	 ﾠshe	 ﾠdoes	 ﾠin	 ﾠfact	 ﾠappear	 ﾠin	 ﾠmany	 ﾠ
letters	 ﾠand	 ﾠpublished	 ﾠmemoirs	 ﾠof	 ﾠothers	 ﾠwhose	 ﾠlives	 ﾠwere	 ﾠinvolved	 ﾠwith	 ﾠthe	 ﾠRoyal	 ﾠHousehold	 ﾠin	 ﾠ
some	 ﾠway.	 ﾠ	 ﾠFor	 ﾠexamples	 ﾠshe	 ﾠis	 ﾠmentioned	 ﾠon	 ﾠnumerous	 ﾠoccasions	 ﾠin	 ﾠWyndham	 ﾠH,	 ﾠThe	 ﾠ
Correspondence	 ﾠof	 ﾠSarah	 ﾠSpencer,	 ﾠLady	 ﾠLyttleton	 ﾠ1787-ﾭ‐1870,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	 ﾠ1912	 ﾠand	 ﾠalso	 ﾠin	 ﾠ	 ﾠ
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numerous important tasks in addition to her daily duties as dresser.
81  There 
appears too, a salaried dressmaker, Annie Rawlins.  Paid at a far lower rate (her 
annual salary was £64 compared to the £80 per annum of the wardrobe maid) 
she would presumably have carried out running repairs and adjustments to 
existing garments in the wardrobe.
82  It seems likely that this was a more 
practical solution to the perennial issue of garment repair or adaptation rather 
than regularly outsourcing each piece. The picture that begins to emerge from 
the copperplate facts and figures, is that of a large and complex logistical 
department dedicated to the purchase, maintenance and transportation of the 
Queen’s clothes from arranging the monograms on her linen and ordering fabric, 
to the correspondence with warrant holders, suppliers and government officials.
83 
 
It was as expert shopper that the role of the dresser appeared to fulfil many of 
the practical aspects in purchasing for royalty. Marianne Skerett dealt with many 
of the day-to-day requirements of her mistress’s appearance and was 
commissioned to purchase the Honiton lace for the Princess Royal’s wedding 
dress.  Additionally: ‘She dealt with the accounts of the silk mercers, milliners, 
suppliers of lace and embroidery, makers of shawls, linen and corsets, the 
woollen drapers, the hosiers and glovers, the shoemakers, tailors, plumassiers, 
perfumers, hatters, straw hat makers, furriers, suppliers of tartan and of Irish 
poplin, habit makers, soap manufacturers, jewellers, dressing case makers and 
whip makers who all contributed to her majesty’s wardrobe.’
84   The role of the 
dresser within the Royal Household cannot, it seems, be too highly emphasised 
in maintaining the appearance of her royal mistress, through her skills as 
dressmaker, repairer, and the cleaning of delicate fabrics.  A level of autonomy 
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 ﾠPayments	 ﾠare	 ﾠalso	 ﾠrecorded	 ﾠin	 ﾠthe	 ﾠdocuments	 ﾠfor	 ﾠher	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was expected for those women at the upper end of the wardrobe hierarchy as 
indicated in an instructional note to wardrobe maids in 1866:  ‘When new things, 
shoes, boots and slippers are wanted for Her Majesty they will tell Miss 
Dittweiler
85 who will order them or in fact whatever is wanted for Her Majesty she 
will tell Miss Dittweiler of and she will order it.’
86 The implication here is that 
dressers might order replacement items for the royal wardrobe without recourse 
to the Queen herself and were trusted to carry out these repeat orders to 
anticipate the Queen’s needs.  Thus their intimate knowledge of the wardrobe’s 
contents was invaluable.
87  
 
The proximity of the dresser to her mistress both physically and mentally placed 
her in an almost unique position within the household.  Unlike the ladies-in-
waiting whose weeks in service operated under a rota system, the dressers and 
wardrobe maids were a permanent fixture of the wardrobe room and therefore 
the Queen’s daily life.  Their duties extended into the inner sanctum of the 
Queen’s morning and evening ritual of washing and dressing, preparations for 
which were minutely outlined in a pencilled note which was presumably written in 
order to instruct a dresser new to her position: 
 
After the Queen comes in the dressing room the morning I am on duty 
give the water tepid for the face the eyes with a little camomile tea in 
it.  Then the ears – then the large baisen (sic) with the water for the 
head – then put down the glass with the water for the ears – then the 
teeth and then the hands.  After this prepare the bath and put out the 
sheet – then leave the room. 
After coming in take the table and the bath away.  Afterwards ask if 
the back would be rubbed with (whisky?) or anything –  
Then fasten the stays – put the petticoat over the head – then give the 
watches to be wound up & put the little chain with the locket & the 
velvet with the other locket over the head – then give the drawers – 
then hold the box with the rings then the crinoline & the body petticoat 
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87	 ﾠFollowing	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& the tray with the brooches – then the skirt, then the body & the keys 
with the thinnest chain over the neck, tie the string of the body round 
the waist, put the brooch in & give the watch.
88 
 
 
  Contemporary accounts in which the dressers appear at the periphery confirm 
this elevated position.  Lady Eleanor Stanley, one of Queen Victoria’s Maids of 
Honour for almost twenty years, refers fairly frequently to the dressers in her 
letters home.  On December 23 1843 she wrote to her mother on being given her 
Christmas present directly from the Queen: ‘it was so nice of her to give them 
herself instead of sending them by a dresser.’
89  In November 1860 she wrote of 
the often bewildering rules bound up with mourning etiquette and again referred 
to the dresser, this time seeking her out for advice: ‘we were told we might if we 
like make our mourning a little slighter...this seemed such a confused message 
that I have just been asking Miss Skerrett about it and she said she would find 
out, but that the Queen was in black herself this morning, and she was pretty 
sure HM meant to wear black this evening again.’
90  Similarly in the 
correspondence of Lady Lyttleton, governess to the royal children in the 1840s, 
there are brief references to the dressers.  On March 1 1848 she records that 
she received some ‘gossip’ from Miss Skerrett
91 suggesting a level of regular 
exchange between the ‘Ladies’ and dressers. 
 
 On the death of Prince Albert, Lady Stanley wrote to the Queen and received a 
reply from Miss Skerrett, all private correspondence presumably passing through 
her hands first at this troubled time.  Miss Skerrett replied: ‘I will, if you please, 
write to you again in a few days after we get to Osborne, and tell you how 
matters proceed... By the by, when one gets a little into old ways I shall tell the 
Queen that you wrote, but at present you know one keeps all that out of the 
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way.’
92  This missive speaks of an intimacy between the dresser and the Queen 
that was not replicated anywhere else outside the immediate family, a close 
relationship borne out of daily communication and constant if not public 
attendance upon the Queen. 
 
If the dressers became as much akin to personal friends to their mistresses as 
anyone, they remained in a position of servitude and their duties were strictly 
codified as such.  Surviving documents in the Royal Archive ‘Relative to 
Household Appointments’ outline what these expectations included: 
 
In the first place, scrupulous tidiness and exactness in looking 
over everything that Her Majesty takes off, never omitting to 
mend things which require it, at once – to look over the bonnets, 
gloves, caps, cloaks etc before Her Majesty puts them on.  
2ndly to see that everything is right and in its place before Her 
Majesty gets up, goes to bed or dresses so that there can be no 
confusion or anything missing.  3rdly to take note when anything 
is getting torn or dirty and to have others got.  4
th to think over 
well everything that is wanted or may be wanted when Her 
Majesty goes anywhere, likewise when Her Majesty goes to 
London to hold a Court etc. to be certain that everything is in its 
right place.
93 
 
The daily domain for the dressers was the wardrobe room.  In Windsor Castle 
and Buckingham Palace these were apartments within the Queen’s private 
quarters that had been adapted to meet the requirements of the Queen’s dressing 
but at Balmoral and Osborne the space had been custom built to meet the 
Queen’s every need.  At Osborne House this consisted of a large room next to 
the Queen’s bedroom in which were three vast mahogany wardrobes: ‘…the 
largest of which was 13’ 6” X 5’ 6” with six doors, five outer drawers at the bottom 
and the wings fitted with drawers and for hanging dresses, lined with Holland and 
curtains.’
94 (Fig. 6.10)  
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A later description of the arrangements at Marlborough House describes a 
seemingly more complex affair for what was, by the 1890s, a varied and complex 
collection of garments.  In addition to the chintzy dressing room which by itself 
measured 25x19 feet with a large mirror inlaid into the door, Alexandra had 
another space set aside for storage: ‘Her Royal Highness’s wardrobe room – that 
indispensable adjunct of Royalty – is on the second floor over the kitchen; that of 
the Prince being on the other side of the house over the offices.  Ordinary 
people’s garments can usually be stowed away in a comparatively small 
compass; but to be a Prince or Princess entails the possession of such a variety 
of State robes and uniforms that it is hardly surprising to find a large apartment 
devoted to the housing of them, with every imaginable contrivance for this 
purpose.  In connection with this department, it may be mentioned that the 
Princess has two dressers and a wardrobe woman.’
95 
 
Unfortunately the author does not elaborate as to what ‘every imaginable 
contrivance’ may have consisted of although it is possible that a lift may have 
featured.  A Royal precedent for such a modern device had been set by the 
Empress Eugenie before her exile: Eugénie’s dressing room at the Tuileries 
communicated via a narrow staircase with a room above that contained the 
Wardrobe, this arrangement proved to become most troublesome in the 
conveying of increasingly bulky dresses.  To transport such large gowns 
unscathed to the dressing room was not an easily established task. In recognition 
of this the Empress had installed a contraption that would enable the gowns to be 
moved between floors without the slightest chance of damage or injury.  Mme 
Carette, Eugenie’s lady in waiting described: ‘a sort of small elevator which was 
usually concealed by the decoration of the ceiling, detach itself from above and 
descend over our heads.  This, I learned, was used by her majesty’s tire-women 
to lower the garments required for her toilet, and thus do away with constant 
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running up and down stairs
96 There is no description of a lift at Marlborough 
House but the upper floor location of the wardrobe and its implied size managed 
by two dressers and a wardrobe maid doubtless required clever logistical 
strategies. 
 
Although dressers did not come from aristocratic backgrounds, their families 
were ‘good’ ones, known to the monarch through a network of trusted names and 
long-serving members of the household.  The duties were arduous, remaining ‘on 
call’ before the Queen had risen for the day and only resting when she had 
retired for the night.  Frieda Arnold, one of Queen Victoria’s dressers in the 
1850s often recorded her weariness in letters home: ‘From early in the morning 
until late at night there are endless preparations to make and adornments for 
parties to help with, and my poor brain has to know weeks ahead on which day 
this or that ball, of this or that concert takes place, without my own feet ever 
dancing a step, or my own ears ever discerning a note of the beautiful music they 
play!’
97  Lady Eleanor Stanley similarly described the pre-emptive obligations of 
life as a dresser when preparing for a royal visit to Cambridge.  She wrote on 
October 24 1843: ‘the dressers start at half past five to be there to have all ready 
for her to make a toilette as soon as she arrives, but, as we cannot send our 
maids off so early, they will not arrive till two hours after us, and we must go from 
here in our finery.’
98 
 
Though the detail has survived outlining the daily duties of the dressers, 
information concerning the women themselves remains scant.  Alexandra’s 
dressers are shadowy figures inhabiting the historical record fleetingly. Three 
names are known however:  Bessie and Nettie Temple and Harriet Giltrap.  The 
latter served Alexandra as dresser for almost forty years, taking up her post in 
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1886.
99  Her name features frequently in the wardrobe accounts, her salary 
recorded in 1898 as £15 per quarter comprising wages and washing 
allowance.
100 In certain informal settings it becomes clear that members of 
Alexandra’s household, particularly her dressers, were included in activities.  
Travel journals kept by Alexandra over a number of years record trips abroad 
and in these her dressers occasionally feature.  On Saturday 26 August 1893 
during a cruise around the fjords of Norway, Alexandra wrote: ‘I fear very much 
that both Charlotte’s & my maids Bessy have found a sweet heart amongst them, 
as the gentleman at arms drove Bessy! And the Sergeant Major, Hutchinson.’
101  
Clearly the dresser had accompanied the party on their day trip.  A later album 
records games on board the royal yacht whilst at sea, one of which involved 
weighing members of the party.  Alexandra’s snapshots captured the moment 
under which image she wrote: ‘Maids being weighed – Miss Hill, Harriet & 
Netty!’
102  
 
Bessie Temple did indeed marry a crew member of the royal yacht and left her 
position to live in Gosport with her husband.  It is not the last time that Bessie 
appears in the records however.  In 1905 delayed in Portsmouth by poor weather 
before another cruise, Alexandra and her daughters took one of the yacht’s 
pinnaces to Gosport on March 17.  A newspaper clipping which the Queen 
pasted into the album notes: ‘From first to last hardly anyone was aware that the 
Queen was in the town’.  In her own hand underneath she wrote: ‘We paid a visit 
to Bessie Sinclair!’
103  Whilst this kind of detail is incidental to their duties within 
the royal wardrobe, what it highlights is a close working relationship between 
Alexandra and her dressers which of itself must have facilitated sartorial 
operations.  Her matter of fact inclusion of Bessie, Nettie and Harriet in her 
journals and personal photographs places them at the heart of daily royal life and 
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underscores their dual importance as trusted companion but also as the women 
who helped to ensure that her reputation for elegance was maintained. 
 
The most lasting legacy of the dressers in a tangible sense was Alexandra’s 
propensity towards giving these women items of clothing.
104  The pattern of these 
survivals suggests that the recipients never intended that these items would 
again be worn, conferring an almost talismanic status onto the object.  They were 
relics of their position to be treasured and handed down.  Two of the tailored 
suits in the collections of the FIDM are no longer complete: ‘the Skirts and other 
parts of the costumes were made into dresses by Mrs Cook who was Mrs 
Giltrap’s niece’
105 but the more ornate jackets were kept and stored in honour of 
their royal association (Fig. 6.11).  Thus it is thanks to the dressers that so many 
of Queen Alexandra’s garments have survived today, finally donated by their 
descendents to museums on both sides of the Atlantic.  
 
Royal Laundry 
Records demonstrate that dressers and wardrobe maids were indeed 
responsible for a degree of garment cleaning within the royal wardrobe.  A 
document dated March 1866 in Queen Victoria’s papers declares of wardrobe 
maids’ duties: ‘The one off duty will have to iron and to clean Her Majesty’s dress 
and if there is anything wanting as mending or buttons to be put on, will do it.’
106 
Maintaining the cleanliness of a wardrobe as extensive as Alexandra’s required 
time and knowledge.  Christina Walkley and Vanda Foster’s seminal publication 
‘Crinolines and Crimping Irons’ considered in detail the array of cleaning methods 
available to Victorian women in the pursuit of clean clothes: ‘The truth is that the 
Victorian woman maintained the most scrupulous standards of clothes care, and 
expended an energy and patience in pursuit of her aim which seem astounding 
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 ﾠThese	 ﾠgarments	 ﾠnow	 ﾠform	 ﾠtwo	 ﾠof	 ﾠthe	 ﾠlargest	 ﾠcollections	 ﾠof	 ﾠthe	 ﾠextant	 ﾠmaterial	 ﾠ–	 ﾠthat	 ﾠof	 ﾠKensington	 ﾠ
Palace,	 ﾠdonated	 ﾠby	 ﾠBessie	 ﾠSinclair	 ﾠand	 ﾠthe	 ﾠrecently	 ﾠacquired	 ﾠcollection	 ﾠat	 ﾠthe	 ﾠFashion	 ﾠInstitute	 ﾠof	 ﾠ
Design	 ﾠMerchandising	 ﾠin	 ﾠLos	 ﾠAngeles	 ﾠoriginally	 ﾠbelonging	 ﾠto	 ﾠHarriet	 ﾠGiltrap.	 ﾠSee	 ﾠAppendix	 ﾠ2	 ﾠfor	 ﾠthe	 ﾠ
full	 ﾠlist	 ﾠof	 ﾠsurviving	 ﾠgarments	 ﾠand	 ﾠtheir	 ﾠprovenances.	 ﾠ
105	 ﾠExtract	 ﾠfrom	 ﾠa	 ﾠletter	 ﾠdated	 ﾠ13	 ﾠOctober	 ﾠ1963	 ﾠnow	 ﾠwith	 ﾠthe	 ﾠcollections	 ﾠat	 ﾠFIDM	 ﾠ
106	 ﾠRA/VIC/MAIN/Z/202/55,	 ﾠ60-ﾭ‐62,	 ﾠFolio	 ﾠ55,	 ﾠMarch	 ﾠ1866	 ﾠ	 ﾠ
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to her great-granddaughters.’
107  Through extensive research of household 
manuals and advice columns the authors were able to demonstrate the varied 
processes adopted in the care of clothing and accessories to both keep them 
clean and prolong their wear.  The advice given reveals an understanding of a 
complex range of chemical and domestic ingredients: to clean wool or silk: ‘one 
ounce of borax, one ounce of sal ammoniac, two ounces of ammonia dissolve[d] 
in six ounces of hot water’ was apparently effective.
108 Dresses were vigorously 
brushed to remove mud from the hem.  The serge suits with which Alexandra 
was to become particularly associated might also be spot cleaned whilst the mud 
on riding habits might require only extensive brushing.
109  This preoccupation 
with spot and stain cleaning or brushing main garments was simply that surface 
dirt was more likely to be the issue than body odour.  The generous amounts of 
underwear worn by a woman in Alexandra’s position protected these objects 
from being soiled as a result of being worn next to the skin.  
 
Accessories too could be effectively cleaned ‘at home’. The insides of shoes 
might be sponged periodically with ammonia to prevent odour whilst satin 
uppers: ‘could either be rubbed with dry bread or wiped with spirits of wine.’
110  
Patent leather could be treated with cream and linseed oil and cracks: ‘could be 
filled with blacking and then rubbed with French polish, ordinary furniture polish, 
or a mixture of sweet oil and turpentine.’
111   Lead sugar, alum, gin, stale bread, 
chloride of zinc, Epsom salts, cold coffee, dry bran, soda, benzene and 
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107	 ﾠWalkley	 ﾠC	 ﾠ&	 ﾠFoster	 ﾠV,	 ﾠCrinolines	 ﾠand	 ﾠCrimping	 ﾠIrons:	 ﾠVictorian	 ﾠClothes	 ﾠ–	 ﾠHow	 ﾠThey	 ﾠWere	 ﾠCleaned	 ﾠ
and	 ﾠCared	 ﾠFor,	 ﾠPeter	 ﾠOwen	 ﾠLtd,	 ﾠLondon,	 ﾠ1978,	 ﾠp.9	 ﾠ
108	 ﾠQuoted	 ﾠin	 ﾠWalkley	 ﾠ&	 ﾠFoster,	 ﾠp.34	 ﾠ
109	 ﾠCharles	 ﾠDarwin’s	 ﾠgranddaughter	 ﾠGwen	 ﾠRaverat	 ﾠrecalled	 ﾠin	 ﾠher	 ﾠautobiography	 ﾠboth	 ﾠthe	 ﾠefficacy	 ﾠbut	 ﾠ
also	 ﾠthe	 ﾠfutility	 ﾠof	 ﾠbrushing	 ﾠoutdoor	 ﾠgarments:	 ﾠ‘Round	 ﾠthe	 ﾠbottom	 ﾠof	 ﾠthese	 ﾠskirts	 ﾠI	 ﾠhad,	 ﾠwith	 ﾠmy	 ﾠown	 ﾠ
hands,	 ﾠsewn	 ﾠtwo	 ﾠand	 ﾠa	 ﾠhalf	 ﾠyards	 ﾠof	 ﾠ“brush	 ﾠbraid”	 ﾠto	 ﾠcollect	 ﾠthe	 ﾠworst	 ﾠof	 ﾠthe	 ﾠmud;	 ﾠfor	 ﾠthey	 ﾠinevitably	 ﾠ
swept	 ﾠthe	 ﾠroads,	 ﾠhowever	 ﾠcarefully	 ﾠI	 ﾠmight	 ﾠhold	 ﾠthem	 ﾠup	 ﾠbehind.....Afterwards	 ﾠthe	 ﾠcrusted	 ﾠmud	 ﾠhad	 ﾠ
to	 ﾠbe	 ﾠbrushed	 ﾠoff	 ﾠwhich	 ﾠmight	 ﾠtake	 ﾠan	 ﾠhour	 ﾠor	 ﾠmore	 ﾠto	 ﾠdo.	 ﾠ	 ﾠThere	 ﾠcan	 ﾠbe	 ﾠno	 ﾠmore	 ﾠfutile	 ﾠjob,	 ﾠimposed	 ﾠ
by	 ﾠan	 ﾠidiotic	 ﾠconvention,	 ﾠthan	 ﾠthat	 ﾠof	 ﾠperpetual	 ﾠskirt-ﾭ‐brushing.’Raverat	 ﾠG,	 ﾠPeriod	 ﾠPiece;	 ﾠA	 ﾠVictorian	 ﾠ
Childhood,	 ﾠClear	 ﾠPress	 ﾠLtd,	 ﾠBath,	 ﾠ2003,	 ﾠp260	 ﾠ
110	 ﾠQuoted	 ﾠin	 ﾠWalkley	 ﾠ&	 ﾠFoster,	 ﾠp95	 ﾠ
111	 ﾠQuoted	 ﾠin	 ﾠWalkley	 ﾠ&	 ﾠFoster,	 ﾠp95	 ﾠ	 ﾠ
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turpentine were all elements that featured regularly in popular publications 
through direct application, steaming, brushing, infusing and ironing.
112  
 
Accounts also show, however, that the laundering and care of certain elements 
of the wardrobe was outsourced to other establishments, either as part of a large 
scale laundry operation or because the object itself required specialist care.  A 
royal laundry was purpose built by Prince Albert in 1846, situated at Kew Foot 
Road in Richmond.  A recent conservation study of the area notes that: ‘The 
miniature train brought the Queen’s washing every day into Richmond Station 
from London, Windsor and Osborne House and all other royal households 
excluding Balmoral.  It is claimed that 700,000 items a year or 1.5 tons of laundry 
a day were handled here.’
113  This laundry handled the linens of the royal family 
from bed linen to undergarments.  A small bill in one of the volumes of Queen 
Victoria’s Extraordinary Bills series reveals how such a quantity of washing could 
be sorted between households.  The practice of laundry marking was a common 
one during the period, a number and set of initials being embroidered onto the 
object to identify ownership.  Within the Royal family there was the addition of a 
monogram, which Walter Capper, linen draper, queries in his invoice.  As well as 
his order for a number of sheets and pillowcases he includes a sketch of the 
Queen‘s monogram for approval before his embellishment of the linen.
114  
Alexandra also had monogrammed articles of clothing and accessories such as 
chemises, camisoles, drawers and handkerchiefs as a means of identifying such 
generic items, examples of which still survive.  Within her accounts there are also 
payments made to two other laundry firms – Rogers & Cook and Davis & Son.  
Whilst the royal laundry continued to service the royal household until its closure 
in the 1920s, it may have been more expedient to have another launderer 
located more centrally.  Rogers & Cook were situated at 274 South Lambeth 
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 ﾠIt	 ﾠis	 ﾠimpossible	 ﾠto	 ﾠtell	 ﾠfor	 ﾠcertain	 ﾠjust	 ﾠwhich	 ﾠmethods	 ﾠwere	 ﾠemployed	 ﾠby	 ﾠthe	 ﾠroyal	 ﾠdressers.	 ﾠ	 ﾠGiven	 ﾠ
the	 ﾠeasy	 ﾠavailability	 ﾠof	 ﾠboth	 ﾠthe	 ﾠactive	 ﾠingredients	 ﾠand	 ﾠthe	 ﾠmethods	 ﾠof	 ﾠapplication,	 ﾠhowever,	 ﾠit	 ﾠis	 ﾠfair	 ﾠ
to	 ﾠassume	 ﾠthat	 ﾠthese	 ﾠkinds	 ﾠof	 ﾠstrategies	 ﾠwould	 ﾠhave	 ﾠfeatured	 ﾠin	 ﾠtheir	 ﾠdaily	 ﾠcare	 ﾠof	 ﾠclothes.  	 ﾠ
113	 ﾠKew	 ﾠFoot	 ﾠRoad	 ﾠand	 ﾠSheendale	 ﾠRoad	 ﾠConservation	 ﾠArea	 ﾠStudies’,	 ﾠLondon	 ﾠBorough	 ﾠof	 ﾠRichmond	 ﾠ
Upon	 ﾠThames,	 ﾠ2004,	 ﾠwww.richmond.gov.uk	 ﾠaccessed	 ﾠon	 ﾠ24.4.12	 ﾠ
114	 ﾠThe	 ﾠNational	 ﾠArchive,	 ﾠLC11/172.	 ﾠ	 ﾠ
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Road in a Georgian building which still stands today and so much closer than the 
Richmond establishment.  According to the Survey of London: ‘In 1852 a lease of 
the house and premises, including a wash-house, laundry and drying ground in 
the rear, was obtained by Thomas Cook, William Hill and Henry M. Rogers, 
“scourers”.’
115   
 
Whilst in April 1863 the quarterly bill from the royal laundry amounted to 
£1090.13.4
116, Queen Alexandra 40 years later was making regular but relatively 
modest payments to Rogers & Cook, such as that of July 1903 for the sum of 
£5.1.6d.
117  The disparity between these amounts would suggest that Alexandra 
patronised Rogers & Cook for smaller, more singular tasks.  A dress now in the 
Royal Ceremonial Dress Collection in Kensington Palace bears out this 
supposition.  It was donated by the descendents of a laundry firm located on 
Westbourne Grove who had been charged by Alexandra’s household with the 
removal of a stubborn stain.  When the stain refused to budge the dress was 
apparently left with the establishment and handed down thereafter as a souvenir 
of their royal patronage.
118 
 
Given the range of specialist garments whose construction might comprise a 
range of different fibres and embellishments certain retailers were paid additional 
services for the care and cleaning of specific items.  Queen Alexandra regularly 
patronised G Poland & Son, furrier by Royal Appointment, their name featuring 
with some frequency within the pages of the wardrobe accounts.
119  In addition to 
purchasing furs, Alexandra also paid Poland & Son for their care.  An entry dated 
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 ﾠSheppard	 ﾠF.H.W	 ﾠ(Ed),	 ﾠ‘Survey	 ﾠof	 ﾠLondon,	 ﾠVolume	 ﾠ26,	 ﾠLambeth,	 ﾠSouthern	 ﾠArea’,	 ﾠEnglish	 ﾠHeritage,	 ﾠ
London,	 ﾠ1956,	 ﾠonline	 ﾠversion	 ﾠat	 ﾠhttp://www.british-ﾭ‐
history.ac.uk/report.aspx?compid=49761#n138,	 ﾠaccessed	 ﾠ24.4.12.	 ﾠ
116	 ﾠThe	 ﾠNational	 ﾠArchive,	 ﾠLC11/172	 ﾠ
117	 ﾠRA/VIC/ADDA21/219A,	 ﾠFolio	 ﾠ40	 ﾠ
118	 ﾠAccession	 ﾠnumber	 ﾠ2006.06,	 ﾠdress	 ﾠc.1900,	 ﾠRoyal	 ﾠCeremonial	 ﾠDress	 ﾠCollection,	 ﾠKensington	 ﾠPalace.	 ﾠ	 ﾠ
The	 ﾠapparent	 ﾠstain	 ﾠhas	 ﾠyet	 ﾠto	 ﾠbe	 ﾠfound	 ﾠby	 ﾠcurators.	 ﾠ	 ﾠThe	 ﾠdress	 ﾠdoes	 ﾠnot	 ﾠhave	 ﾠa	 ﾠlabel	 ﾠbut	 ﾠthe	 ﾠ
measurements	 ﾠand	 ﾠbackground	 ﾠwere	 ﾠaccurate	 ﾠenough	 ﾠfor	 ﾠthe	 ﾠcollection	 ﾠto	 ﾠbe	 ﾠhappy	 ﾠwith	 ﾠthe	 ﾠ
garment’s	 ﾠprovenance.	 ﾠ
119	 ﾠA	 ﾠPoland	 ﾠ&	 ﾠSon	 ﾠjacket	 ﾠassociated	 ﾠwith	 ﾠQueen	 ﾠAlexandra	 ﾠsurvives	 ﾠin	 ﾠThe	 ﾠNational	 ﾠMuseum	 ﾠof	 ﾠArt,	 ﾠ
Architecture	 ﾠ&	 ﾠDesign	 ﾠin	 ﾠOslo.	 ﾠ	 ﾠAccession	 ﾠnumber	 ﾠO.K.37-ﾭ‐1962,	 ﾠblack	 ﾠembroidered	 ﾠjacket	 ﾠwith	 ﾠfur	 ﾠ
collar,	 ﾠc.1910-ﾭ‐1915.	 ﾠ	 ﾠ
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July 30 1898 in the accounts records that the firm were paid £5.5s for ‘preserving 
furs’.
120  Similarly, Ede & Ravenscroft, the company famed for its ceremonial 
robemaking was paid the same amount in 1904 to ‘keep, preserve and clean’ 
Queen Alexandra’s Coronation robe.
121 Establishments such as Haywards the 
‘lacemen’ who also appear with some regularity in the accounts advertised both 
their expensive lace and embroidery wares and their ability to expertly clean such 
goods, a service Alexandra as Princess and Queen perhaps made use of.  The 
picture which begins to emerge from the records and garments is one of ordered 
variety.  Rather than rely on a single establishment to oversee the cleaning and 
garment care, the dressers and wardrobe maids within Alexandra’s household 
availed themselves of the assorted laundering options from the well established 
royal laundry to more local and specialist businesses, thus catering for the full 
complexity of their mistress’s wardrobe. 
 
Dispersal 
On April 30 1937 the luminaries of New York Society and patrons of the arts 
were invited to the preview of an auction.  An afternoon of refreshments would be 
punctuated by young women modelling those items up for auction which 
numbered some 70 lots. The sale excited enough interest to merit a report in the 
New York Times: ‘Royal robes and state gowns of Alexandra, consort of Edward 
VII, were paraded by models and sold to the highest bidders yesterday afternoon 
at auction at the American Art Association Anderson Galleries Inc.’
122 The 
auction of Queen Alexandra’s clothing represented the largest single dispersal of 
her belongings and demonstrates how far flung her surviving garments were to 
become after her death and the death of those to whom she gifted items of dress 
during her lifetime (Fig. 6.12).
123  Between the bequests of dressers and their 
descendants and the acquisitions of museums from auction the dissemination of 
this royal wardrobe is both a tale of the social biographies that objects acquire 
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 ﾠRA/VIC/ADDA21/219A,	 ﾠFolio	 ﾠ34	 ﾠ
121	 ﾠRA/VIC/ADDA21/219A,	 ﾠFolio	 ﾠ99	 ﾠ
122	 ﾠThe	 ﾠNew	 ﾠYork	 ﾠTimes,	 ﾠMay	 ﾠ6,	 ﾠ1937,	 ﾠnp	 ﾠ
123	 ﾠSee	 ﾠAppendix	 ﾠ2	 ﾠwhich	 ﾠincludes	 ﾠa	 ﾠlist	 ﾠof	 ﾠthe	 ﾠdifferent	 ﾠlocations	 ﾠin	 ﾠwhich	 ﾠQueen	 ﾠAlexandra’s	 ﾠclothing	 ﾠ
can	 ﾠnow	 ﾠbe	 ﾠfound.	 ﾠ	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and a lesson in the perseverance required in tracking down these disparate 
pieces in locations around the world.  As a cautionary note, these survivals 
represent the accidents of history. There is no pattern to their existence, no 
logical interpretation of their place in the museum stores. 
 
The easiest route of dispersal to follow is that of the staff to whom Alexandra 
made gifts of her clothing.
124  Dressers were perhaps an obvious choice given 
their daily association with Alexandra’s wardrobe and the choices she made from 
it.  Their duties of repair and maintenance also meant that they were ideally 
placed to receive gifts of those items deemed no longer suitable for royal wear.  
They were not the only staff members to benefit from her generosity however.  
The garments now in the National Museum, Liverpool’s collection form part of the 
Nunn Trust but were originally given by Queen Alexandra to Mrs Dodds, her 
housekeeper at Sandringham.  Although her role operated away from the royal 
wardrobe, the gift of royal clothing by her mistress was presumably well received. 
Without documentary evidence to illuminate the motives of such gifts it is 
impossible now to ascertain whether this was practical patronage or purely 
souvenir.
125 The whole of the Nunn Trust collection speaks of royal knick knacks 
being distributed by the royal family and accumulated by members of the royal 
household perhaps in a souvenir or talismanic capacity.
126 Many include an 
additional note in the museum documentation such as ‘much worn’ or ‘mended’ 
speaking of careful management.  These were items that had been well worn, 
repaired and then passed on, often kept in families by the subsequent generation 
who then made a gift or sale of the items to museum collections. 
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124	 ﾠDetails	 ﾠof	 ﾠthe	 ﾠdressers	 ﾠBessie	 ﾠSinclair	 ﾠnee	 ﾠTemple	 ﾠand	 ﾠHarriet	 ﾠGiltrap	 ﾠhave	 ﾠalready	 ﾠbeen	 ﾠdiscussed	 ﾠ
earlier	 ﾠin	 ﾠthis	 ﾠchapter.	 ﾠ	 ﾠ	 ﾠ
125	 ﾠWhether	 ﾠany	 ﾠof	 ﾠthese	 ﾠwomen	 ﾠactually	 ﾠwore	 ﾠthe	 ﾠgarments	 ﾠgiven	 ﾠto	 ﾠthem	 ﾠis	 ﾠunknown	 ﾠalthough	 ﾠas	 ﾠ
discussed	 ﾠearlier	 ﾠMrs	 ﾠGiltrap’s	 ﾠfamily	 ﾠdid	 ﾠcut	 ﾠup	 ﾠAlexandra’s	 ﾠtailored	 ﾠserge	 ﾠskirts	 ﾠto	 ﾠmake	 ﾠchildren’s	 ﾠ
clothing.	 ﾠ
126	 ﾠThere	 ﾠare	 ﾠbuttons,	 ﾠgarments,	 ﾠall	 ﾠsorts	 ﾠof	 ﾠbaby	 ﾠmemorabilia	 ﾠgiven	 ﾠto	 ﾠPhyllis	 ﾠSwallow,	 ﾠhead	 ﾠof	 ﾠthe	 ﾠ
royal	 ﾠnursery	 ﾠas	 ﾠwell	 ﾠas	 ﾠchildren’s	 ﾠgarments,	 ﾠa	 ﾠbouquet	 ﾠholder,	 ﾠdresses,	 ﾠslippers,	 ﾠa	 ﾠpen,	 ﾠnightdress,	 ﾠ
chemise,	 ﾠstockings	 ﾠand	 ﾠhandkerchiefs.  	 ﾠ	 ﾠ
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Other routes of dispersal are less easy to identify although well documented in 
their own way.  The recent acquisition by the Fashion Institute of Design 
Merchandising of the Helen Larsson collection includes several items of 
Alexandra’s clothing.  The objects were acquired by Larsson in the 1960s 
through her association with the British arts and dress history patron Doris 
Langley Moore.
127  Langley Moore was a founding light of the Fashion Museum, 
Bath and as a result of her connection with Helen Larsson and Bath, the two 
collections on either side of the Atlantic Ocean now share a number of similar 
garments formerly belonging to Queen Alexandra including tailored waistcoats 
and jackets.
128  How she came to acquire these in the first place is a less well 
documented story.
129  One of the accession cards in the Fashion Museum 
records a note from Mrs Langley Moore: ‘This dress was one of eight which were 
found among the effects of a shop in Margaret Street – ‘Baroque’.  They all 
appear to have belonged to Queen Alexandra, some had the typical black label 
as in our other Queen Alexandra specimen.  I was given the choice of two and 
selected this one because we have no other model by this couturier.  As King 
Edward VII died in 1910 and six of the dresses found were made in this year, it is 
to be assumed that these were made before his death and were discarded for 
mourning.’
130  Corroboration of the shop ‘Baroque’ and its Alexandra dresses 
comes from an unlikely source.  A 1950s advertisement newsreel entitled ‘Look 
Back For Inspiration’ intersperses models wearing contemporary gowns by 
‘Baroque’s’ dressmakers with original dresses of Queen Alexandra’s.
131  How a 
small independent dressmaker in London came to own eight of Queen 
Alexandra’s dresses is unknown.  Their subsequent perusal by Doris Langley 
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127	 ﾠDoris	 ﾠLangley	 ﾠMoore	 ﾠ(1902-ﾭ‐1989)	 ﾠwas	 ﾠa	 ﾠrespected	 ﾠearly	 ﾠfemale	 ﾠhistorian.	 ﾠ	 ﾠShe	 ﾠfounded	 ﾠthe	 ﾠ	 ﾠ
Fashion	 ﾠMuseum	 ﾠin	 ﾠBath	 ﾠand	 ﾠmade	 ﾠimportant	 ﾠcontributions	 ﾠto	 ﾠearly	 ﾠdress	 ﾠhistory	 ﾠscholarship	 ﾠ
including	 ﾠpublications	 ﾠsuch	 ﾠas	 ﾠThe	 ﾠWoman	 ﾠin	 ﾠFashion	 ﾠand	 ﾠThe	 ﾠChild	 ﾠin	 ﾠFashion	 ﾠ
128	 ﾠSee	 ﾠAppendix	 ﾠ2	 ﾠfor	 ﾠthe	 ﾠfull	 ﾠrange	 ﾠof	 ﾠgarments	 ﾠ
129	 ﾠChristina	 ﾠJohnson,	 ﾠa	 ﾠcurator	 ﾠat	 ﾠthe	 ﾠFashion	 ﾠInstitute	 ﾠof	 ﾠDesign	 ﾠand	 ﾠMerchandising	 ﾠgave	 ﾠa	 ﾠpaper	 ﾠ
that	 ﾠconsidered	 ﾠthe	 ﾠHelen	 ﾠLarson	 ﾠcollection	 ﾠand	 ﾠDoris	 ﾠLangley	 ﾠMoore’s	 ﾠpart	 ﾠin	 ﾠit	 ﾠentitled	 ﾠ‘Queens,	 ﾠ
princesses,	 ﾠand	 ﾠa	 ﾠcommoner:	 ﾠhistoric	 ﾠroyal	 ﾠdress	 ﾠfrom	 ﾠthe	 ﾠHelen	 ﾠLarson	 ﾠHistoric	 ﾠFashion	 ﾠCollection’	 ﾠ
at	 ﾠthe	 ﾠ2012	 ﾠconference	 ﾠ‘The	 ﾠMaking	 ﾠof	 ﾠa	 ﾠMonarchy	 ﾠfor	 ﾠthe	 ﾠModern	 ﾠWorld	 ﾠin	 ﾠKensington	 ﾠPalace.	 ﾠ
130	 ﾠAccession	 ﾠcard	 ﾠfor	 ﾠdress	 ﾠc.1910	 ﾠby	 ﾠDouillet,	 ﾠThe	 ﾠFashion	 ﾠMuseum,	 ﾠBath.	 ﾠ
131	 ﾠ‘Look	 ﾠBack	 ﾠfor	 ﾠInspiration’,	 ﾠnewsreel	 ﾠfootage,	 ﾠ1951,	 ﾠBritish	 ﾠPathé,	 ﾠfilm	 ﾠID	 ﾠ1475.27,	 ﾠcanister	 ﾠ51/77,	 ﾠ
http://www.britishpathe.com/video/look-ﾭ‐back-ﾭ‐for-ﾭ‐inspiration/query/Queen+Alexandra	 ﾠaccessed	 ﾠ
23.10.2010	 ﾠ	 ﾠ
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Moore is indicative of her own very active sourcing of royal and historic dress 
both for herself and her clients such as Helen Larsson.  This activity is revealed 
in correspondence between the two women.  A letter from Langley Moore to 
Helen Larsson dated October 6 1963 describes such purchases: ‘Now I must tell 
you that I lately bought some clothing of Queen Alexandra’s, when Princess of 
Wales.  It is of absolutely guaranteed authenticity.’
132  Not all of Helen Larsson’s 
collection came via Doris Langley Moore. Demonstrating the often unexpected 
nature of accidental survivals.  An email from Christina Johnson, curator in Los 
Angeles, revealed perhaps the most surprising location of a garment from this 
dispersed wardrobe: ‘The image with two mannequins was from a display at 
Disneyland, and the gown associated with Alexandra is the cream one.’ (Fig. 
6.13)
133   
 
The selling of royal dress had a long precedent.  In June 1831, 120 lots of 
George IV’s sumptuous wardrobe were put up for public sale by Mr Phillips at his 
rooms in New Bond Street.  The Caledonian Mercury reported on the outcome: 
‘There was very slight competition for any of the articles, and we did not observe 
that they were knocked down to persons of distinction.  The proceeds of the sale 
could not have amounted to any considerable sum.’
134  The poor return on this 
public sale may have been indicative of George IV’s unpopularity but its report in 
the national press suggests that such a public auction was socially acceptable.
135 
Such public sales were not confined to royalty alone.  Aristocratic families would 
also auction off their finery as in the example of Mrs Arthur Paget, a 
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132	 ﾠDoris	 ﾠLangley	 ﾠMoore	 ﾠto	 ﾠHelen	 ﾠLarsson,	 ﾠletter,	 ﾠOctober	 ﾠ6	 ﾠ1963,	 ﾠnow	 ﾠpart	 ﾠof	 ﾠthe	 ﾠLarsson	 ﾠCollection	 ﾠ
in	 ﾠthe	 ﾠFashion	 ﾠInstitute	 ﾠof	 ﾠDesign	 ﾠMerchandising.	 ﾠ
133	 ﾠEmail	 ﾠfrom	 ﾠChristina	 ﾠJohnson,	 ﾠCurator	 ﾠFashion	 ﾠInstitute	 ﾠof	 ﾠDesign	 ﾠMerchandising,	 ﾠLos	 ﾠAngeles,	 ﾠ
14.5.2012.	 ﾠAt	 ﾠthis	 ﾠpoint	 ﾠthere	 ﾠis	 ﾠnothing	 ﾠelse	 ﾠto	 ﾠcorroborate	 ﾠthe	 ﾠprovenance	 ﾠsince	 ﾠmuch	 ﾠof	 ﾠthe	 ﾠwritten	 ﾠ
ephemera	 ﾠsupporting	 ﾠthe	 ﾠLarsson	 ﾠcollection	 ﾠhas	 ﾠyet	 ﾠto	 ﾠbe	 ﾠfiled.	 ﾠ	 ﾠHowever,	 ﾠgiven	 ﾠher	 ﾠreputation	 ﾠas	 ﾠa	 ﾠ
thorough	 ﾠcollector	 ﾠit	 ﾠseems	 ﾠlikely	 ﾠthat	 ﾠthe	 ﾠassociation	 ﾠhas	 ﾠsome	 ﾠmerit	 ﾠand	 ﾠthat	 ﾠa	 ﾠpart	 ﾠof	 ﾠQueen	 ﾠ
Alexandra	 ﾠwas	 ﾠindeed	 ﾠon	 ﾠdisplay	 ﾠin	 ﾠDisneyland.	 ﾠ
134	 ﾠThe	 ﾠCaledonian	 ﾠMercury,	 ﾠMonday	 ﾠJune	 ﾠ13	 ﾠ1831,	 ﾠp.2d	 ﾠ
135	 ﾠCertainly	 ﾠnow	 ﾠthe	 ﾠauction	 ﾠof	 ﾠroyal	 ﾠclothing	 ﾠis	 ﾠcommonplace	 ﾠalthough	 ﾠcan	 ﾠstill	 ﾠexcite	 ﾠpublic	 ﾠ
attention.	 ﾠ	 ﾠThe	 ﾠmost	 ﾠrecent	 ﾠauction	 ﾠof	 ﾠPrincess	 ﾠDiana’s	 ﾠdresses	 ﾠtook	 ﾠplace	 ﾠvia	 ﾠKerry	 ﾠTaylor	 ﾠAuctions	 ﾠ
on	 ﾠMarch	 ﾠ19	 ﾠ2013.	 ﾠ	 ﾠThe	 ﾠstory	 ﾠwas	 ﾠthe	 ﾠmost	 ﾠwatched	 ﾠfeature	 ﾠon	 ﾠBBC	 ﾠnews	 ﾠthat	 ﾠday.	 ﾠ	 ﾠThe	 ﾠdress	 ﾠworn	 ﾠ
by	 ﾠthe	 ﾠDuchess	 ﾠof	 ﾠCambridge	 ﾠwhilst	 ﾠa	 ﾠstudent	 ﾠat	 ﾠuniversity	 ﾠwas	 ﾠsold	 ﾠfor	 ﾠ£78,000	 ﾠin	 ﾠMarch	 ﾠ2011	 ﾠ
amidst	 ﾠmuch	 ﾠhigh	 ﾠprofile	 ﾠpress	 ﾠcoverage.	 ﾠ	 ﾠ
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contemporary of Alexandra’s: ‘After she died in 1911 her clothes were sold by 
auction.  All her beautiful dresses went for very little, and her Cleopatra costume 
fetched only £9.  One newspaper account ends its description of the sale with the 
sad comment, “the frocks which once graced a society leader will soon perhaps 
be found in the second hand clothes shops of Bayswater and Whitechapel”.’
136 
 
The auction of Queen Alexandra’s garments in New York received no press 
coverage in the UK.
137 The reasons for this are purely conjecture based since 
little is known about the vendor or how he came to acquire so many garments of 
royal origin.  The cover of the auction catalogue reads: ‘Property of Samuel 
Wilson Soden, Esq, Sold by his Order.’
138  Soden was a furrier with premises on 
Regent St and according to his shop sign a ‘court furrier’ at that.
139  This may 
explain a royal connection although not his acquisition of the garments.  
Alexandra’s daughter Princess Victoria had died in December 1935 and it is 
possible that the clothing came from this source.  Certainly one of the garments 
in the auction directly related to Victoria – her velvet robe from the Coronation of 
her father Edward VII in 1902.
140  The sale of Royal memorabilia was perhaps a 
sensitive issue given the wider context at this time.  Edward VIII had abdicated 
only six months earlier with the Coronation of his brother George VI taking place 
during the same month as the New York auction.  Of the 70 lots for sale in New 
York 24 were purchased for the Museum of Costume Art with 6 items purchased 
by a Canadian collector.
141   
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136	 ﾠMurphy	 ﾠS,	 ﾠThe	 ﾠDuchess	 ﾠof	 ﾠDevonshire’s	 ﾠBall,	 ﾠSidgwick	 ﾠ&	 ﾠJackson	 ﾠLtd,	 ﾠLondon,	 ﾠ1984,	 ﾠp.118.	 ﾠ
137	 ﾠA	 ﾠsearch	 ﾠof	 ﾠthe	 ﾠUK	 ﾠBritish	 ﾠnewspaper	 ﾠdatabases	 ﾠunder	 ﾠa	 ﾠvariety	 ﾠof	 ﾠsearch	 ﾠterms	 ﾠdid	 ﾠnot	 ﾠbring	 ﾠup	 ﾠ
any	 ﾠarticles	 ﾠmentioning	 ﾠthe	 ﾠUS	 ﾠauction.	 ﾠ
138	 ﾠAuction	 ﾠcatalogue,	 ﾠA	 ﾠUnique	 ﾠAssemblage	 ﾠof	 ﾠRoyal	 ﾠRobes	 ﾠand	 ﾠState	 ﾠGowns	 ﾠFormerly	 ﾠBelong	 ﾠto	 ﾠQueen	 ﾠ
Alexandra,	 ﾠAmerican	 ﾠArt	 ﾠAssociation	 ﾠAnderson	 ﾠGalleries,	 ﾠNew	 ﾠYork,	 ﾠ1937.	 ﾠ
139	 ﾠA	 ﾠshort	 ﾠnewsreel	 ﾠclip	 ﾠfrom	 ﾠthe	 ﾠ1930s	 ﾠshows	 ﾠa	 ﾠparade	 ﾠpassing	 ﾠalong	 ﾠRegent	 ﾠStreet.	 ﾠ	 ﾠSoden’s	 ﾠshop	 ﾠ
front	 ﾠis	 ﾠvisible	 ﾠwith	 ﾠhis	 ﾠname	 ﾠand	 ﾠtitle	 ﾠof	 ﾠCourt	 ﾠFurrier.	 ﾠ	 ﾠSee	 ﾠ‘London’	 ﾠnewsreel	 ﾠfootage,	 ﾠ1930-ﾭ‐1939,	 ﾠ
British	 ﾠPathé,	 ﾠfilm	 ﾠID	 ﾠ1881.14,	 ﾠhttp://www.britishpathe.com/video/london-ﾭ‐1/query/Roman	 ﾠ
accessed	 ﾠ24.4.13	 ﾠ
140	 ﾠAs	 ﾠyet	 ﾠI	 ﾠhave	 ﾠbeen	 ﾠunable	 ﾠto	 ﾠascertain	 ﾠif	 ﾠPrincess	 ﾠVictoria	 ﾠwas	 ﾠa	 ﾠclient	 ﾠof	 ﾠSoden’s	 ﾠand	 ﾠif	 ﾠthis	 ﾠwas	 ﾠhis	 ﾠ
connection.	 ﾠ	 ﾠRoyal	 ﾠwills	 ﾠare	 ﾠdifficult	 ﾠto	 ﾠaccess.	 ﾠI	 ﾠhave	 ﾠmanaged	 ﾠto	 ﾠestablish	 ﾠthat	 ﾠVictoria’s	 ﾠestate	 ﾠwas	 ﾠ
valued	 ﾠat	 ﾠ£237,455/18/9d	 ﾠafter	 ﾠher	 ﾠdeath	 ﾠbut	 ﾠany	 ﾠrecipients	 ﾠfrom	 ﾠher	 ﾠwill	 ﾠare	 ﾠnot	 ﾠcurrently	 ﾠknown.	 ﾠ
Sourced	 ﾠfrom	 ﾠCox	 ﾠJ,	 ﾠWills,	 ﾠInventories	 ﾠand	 ﾠDeath	 ﾠDuties,	 ﾠPublic	 ﾠRecord	 ﾠOffice,	 ﾠLondon,	 ﾠ1988,	 ﾠnp	 ﾠ
141	 ﾠThis	 ﾠwas	 ﾠpresumably	 ﾠColonel	 ﾠFlanagan	 ﾠsince	 ﾠthe	 ﾠsix	 ﾠitems	 ﾠnow	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠOntario	 ﾠMuseum,	 ﾠ
Toronto	 ﾠmatch	 ﾠdescriptions	 ﾠfrom	 ﾠthe	 ﾠcatalogue.	 ﾠ	 ﾠ
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With 30 lots accounted for, the remaining 40 were sold to persons not now 
known, although the occasional clue might be gleaned from a variety of sources.  
The New York Times reported that Mrs S. Stanwood Menken
142: ‘gave $100 for a 
silver-embroidered light grey wool cape which was a part of Queen Alexandra’s 
trousseau and $77.50 for a black sequin and tulle State gown.’
143  This black 
gown next appears in 1939, modelled by the socialite Babe Paley for a feature 
entitled ‘The Queenly Figure’: ‘Now that we are going to wear “Queen Alexandra” 
dresses – and the four preceding pages prove that we are – what shall we do 
about our figures?’
144  The whereabouts of the black embroidered tulle gown now 
are not known but this single gown stands as an example of the difficulties 
research of such disparate objects as these can encounter (Fig. 6.14).
145 
 
A dress that does still exist, associated with Queen Alexandra and possibly the 
New York auction, has travelled along a complex route from royal evening dress 
to wartime wedding gown.  In 1944 an auction took place at the Queensbury All 
Services Club to raise money for the war effort.
146  One of the lots was an 
Edwardian evening dress that formerly belonged to Queen Alexandra that was 
donated to the auction by the famous big band leader Jack Hylton.  The dress 
was purchased by a serviceman for his sister’s wedding – he paid £300 pounds 
for it.  The dress was remodelled and worn by his sister later that year (Fig. 
6.15).
147  Hylton did tour around America during the 1930s – he was there in 
1936 – but came back to tour Europe and Britain in 1937 meaning that he did not 
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142	 ﾠMrs	 ﾠStanwood	 ﾠMenken	 ﾠwas	 ﾠa	 ﾠwell	 ﾠknown	 ﾠNew	 ﾠYork	 ﾠsocialite,	 ﾠregularly	 ﾠfeaturing	 ﾠin	 ﾠLife	 ﾠmagazine	 ﾠ
and	 ﾠthe	 ﾠgossip	 ﾠpages	 ﾠof	 ﾠThe	 ﾠNew	 ﾠYorker.	 ﾠ
143	 ﾠThe	 ﾠNew	 ﾠYork	 ﾠTimes,	 ﾠMay	 ﾠ6,	 ﾠ1937,	 ﾠnp	 ﾠ
144	 ﾠVogue,	 ﾠMay	 ﾠ1,	 ﾠ1939,	 ﾠp73.	 ﾠ	 ﾠThe	 ﾠprevious	 ﾠarticle	 ﾠreferred	 ﾠto	 ﾠhere	 ﾠwas	 ﾠentitled	 ﾠ‘Curtsy	 ﾠto	 ﾠQueen	 ﾠ
Alexandra’	 ﾠand	 ﾠfeatured	 ﾠsketches	 ﾠof	 ﾠEdwardian	 ﾠstyle	 ﾠgowns	 ﾠdrawn	 ﾠto	 ﾠappeal	 ﾠto	 ﾠthe	 ﾠ1930s	 ﾠconsumer.	 ﾠ
145	 ﾠIn	 ﾠApril	 ﾠ2006	 ﾠI	 ﾠcontacted	 ﾠthe	 ﾠCostume	 ﾠSociety	 ﾠof	 ﾠAmerica	 ﾠwho	 ﾠincluded	 ﾠan	 ﾠappeal	 ﾠin	 ﾠtheir	 ﾠ
newsletter	 ﾠasking	 ﾠfor	 ﾠany	 ﾠinformation	 ﾠrelating	 ﾠto	 ﾠthe	 ﾠ1937	 ﾠauction	 ﾠand	 ﾠthe	 ﾠwhereabouts	 ﾠof	 ﾠsome	 ﾠof	 ﾠ
the	 ﾠ40	 ﾠlots	 ﾠbut	 ﾠto	 ﾠdate	 ﾠnothing	 ﾠhas	 ﾠemerged.	 ﾠ
146	 ﾠPreviously	 ﾠthe	 ﾠScala	 ﾠTheatre,	 ﾠit	 ﾠwas	 ﾠrenamed	 ﾠin	 ﾠ1942	 ﾠand	 ﾠheld	 ﾠconcerts	 ﾠand	 ﾠcharitable	 ﾠbenefits	 ﾠ
during	 ﾠthe	 ﾠwar.	 ﾠ	 ﾠIt	 ﾠis	 ﾠnow	 ﾠthe	 ﾠPrince	 ﾠEdward	 ﾠTheatre.	 ﾠ
147	 ﾠThe	 ﾠdress	 ﾠstill	 ﾠsurvives	 ﾠalthough	 ﾠis	 ﾠin	 ﾠa	 ﾠfragile	 ﾠstate	 ﾠnow.	 ﾠ	 ﾠ‘Vicky’	 ﾠwhose	 ﾠwedding	 ﾠit	 ﾠwas	 ﾠis	 ﾠstill	 ﾠ
alive	 ﾠalthough	 ﾠher	 ﾠhusband	 ﾠrecently	 ﾠdied.	 ﾠ	 ﾠI	 ﾠhave	 ﾠnot	 ﾠseen	 ﾠthe	 ﾠdress	 ﾠbut	 ﾠhave	 ﾠcorresponded	 ﾠwith	 ﾠ
Vicky’s	 ﾠbest	 ﾠfriend	 ﾠJudy	 ﾠwho	 ﾠgave	 ﾠme	 ﾠall	 ﾠof	 ﾠthe	 ﾠdetails.	 ﾠ	 ﾠ
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acquire the dress through the New York auction.
148  Its origins therefore remain a 
mystery at this point and yet forms a part of the multifarious survivals from 
collections both public and private that underpin this entire project. 
 
Conclusion 
This study proposes to re-evaluate, through an object led analysis, the life in 
dress of Queen Alexandra.  However, in order to situate the garments into their 
wider context of their public, worn life it is useful to consider the nature of their 
purchase and consumption from the perspective of the woman who bought them, 
the manner in which they were cared for during their lifetime in the royal 
wardrobe and the routes of dispersal that led to those objects now surviving in 
different contexts around the world.      
 
The patterns of sartorial acquisition reveal Alexandra to be a complex consumer.  
To some degree she maintained a level of royal patronage that would have been 
expected and approved of by Queen Victoria, the list of suppliers illustrating an 
unexpected synergy within the shopping habits of the two royal women.  
Elements of Alexandra’s own agency play out through her patronage of 
couturiers that were not so conformist however.  Her preference for French 
couture and masculine tailored suits were at odds both with Queen Victoria’s 
support of British manufacture and the more overloaded approach to feminine 
dress of the 1870s and 1880s.  The Princess of Wales demonstrated that in 
some respects at least she would take control of her own clothing strategies in 
the face of potential criticism.  Regular purchases from regional textile industries 
does demonstrate some awareness of the plight of many of these small scale 
manufacturers but highlights too her own relationship with pre-industrial 
clothmaking that might be allied with her own early experiences of folk art and 
home dressmaking in Denmark. 
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 ﾠhttp://www.jackhylton.com	 ﾠthe	 ﾠofficial	 ﾠorganization	 ﾠof	 ﾠJack	 ﾠHylton	 ﾠand	 ﾠhis	 ﾠcareer	 ﾠfor	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The centrality of the dressers was fundamental to the daily operation of 
Alexandra’s wardrobe: a busy working wardrobe that provided full time 
employment for eight people.  The dresser’s role was full of paradox, being both 
servile and intimate.  They were, it seems, friends as well as employees but in 
spite of their importance they have largely disappeared from the historical record.  
It would appear that this analysis of Alexandra’s Office of Robes is the first 
detailed inspection of this branch of the royal household, considering all aspects 
of its daily operations.  Though the evidence is sparse, the tales of the dressers 
as they appear around the fringes of published memoirs adds to the rich diversity 
of Alexandra’s clothed life in a wider context. 
 
The laundry too is a neglected facet of the royal household’s operations.  The 
volume and scope of its function bears perhaps some greater scrutiny elsewhere 
given that it was in operation for almost eighty years and handled ton upon ton of 
what was arguably the most sensitive of royal work.  The cleaning and repair of 
royal garments has been long neglected, the historical record reflecting how little 
research has been conducted into this more mundane aspect of a wealthy 
woman’s wardrobe. 
 
The decision making and choosing of dress operates from within a strongly 
codified set of rules dependent on status and cultural expectations.  This chapter 
has illustrated a range of such decisions made by Alexandra and her household 
on a daily basis.The sparse entries in the wardrobe accounts belie the complexity 
and variety of objects they represent and of the people charged with their care. 
 
Disposing of objects from a royal wardrobe evidently had precedents that made 
the auction of Alexandra’s clothing acceptable albeit in an American setting.
149 
These waves of dispersal punctuated Alexandra’s life, frequently giving items of 
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 ﾠWhether	 ﾠthis	 ﾠwas	 ﾠfor	 ﾠreasons	 ﾠof	 ﾠdiscretion	 ﾠat	 ﾠa	 ﾠtime	 ﾠof	 ﾠcrisis	 ﾠfor	 ﾠthe	 ﾠBritish	 ﾠmonarchy	 ﾠor	 ﾠsimply	 ﾠ
because	 ﾠthe	 ﾠvendor	 ﾠwas	 ﾠhoping	 ﾠfor	 ﾠhigher	 ﾠprices	 ﾠacross	 ﾠthe	 ﾠAtlantic	 ﾠhas	 ﾠnot	 ﾠbeen	 ﾠestablished	 ﾠat	 ﾠthis	 ﾠ
point	 ﾠbut	 ﾠit	 ﾠwas	 ﾠthanks	 ﾠto	 ﾠthis	 ﾠauction	 ﾠthat	 ﾠthe	 ﾠlargest	 ﾠsingle	 ﾠcollection	 ﾠof	 ﾠAlexandra’s	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 ﾠ
purchased	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 ﾠsurvives	 ﾠnow	 ﾠin	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 ﾠMetropolitan	 ﾠMuseum	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clothing away to members of her household.  Like driftwood, however, the 
objects that have washed up as a result are accidental, random survivals that do 
not therefore create a coherent picture.  Trying to bring together this fractured 
record of survival poses a challenge to the researcher.  From a pair of 
Alexandra’s drawers in Ohio to her boots in Sydney, a fur coat in Oslo and a 
sequinned gown in Copenhagen to the larger collections of garments in the UK, 
New York, Toronto and Los Angeles, weaving together this wardrobe and 
analysing its contents as they remain now has shed new light onto the life of 
Queen Alexandra. 
   	 ﾠ
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Conclusion 
 
Brenda Maddox wrote about some of the realities of life-writing in a review for the 
New York Times in 1999: ‘Initial detachment gives way to genuine sympathy after 
seeing someone through so much.’
1  She did not necessarily like the subjects of 
the biographies that she had written but recognized that ‘any life is interesting 
when looked at close up.’
2  There have been times during the research and 
writing of this project when I have felt an irrational need to apologise for my 
choice of subject.  The excesses of royal consumption and the vast sums of 
money spent upon the appearance of one woman were sometimes 
uncomfortable facts set in the wider context of 19
th century British society.  I 
wasn’t altogether sure how I felt about Queen Alexandra at times although I 
came to admire her in many ways as the project progressed and I felt I ‘knew’ her 
better.
3   
 
The surviving contents of Queen Alexandra’s wardrobe were fascinating from the 
outset.  A study of the garments gave a sense of physical closeness to this 
deceased Queen.  Up to that point the research had been based on text and 
images alone.  The inclusion of the object, however, was a significant moment – 
one that Jill Lepore discovered when researching the life of the American scholar 
Noah Webster.  Amongst his family papers in the Amherst College Library, she 
discovered an envelope containing a lock of Webster’s hair: ‘That lifeless, limp 
hair had spent decades in an envelope, in a folder, in a box, on a shelf, but 
holding it in the palm of my hand made me feel an eerie intimacy with Noah 
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1	 ﾠMaddox	 ﾠB,	 ﾠ,Biography:	 ﾠA	 ﾠLove	 ﾠAffair	 ﾠor	 ﾠa	 ﾠJob?’	 ﾠin	 ﾠThe	 ﾠNew	 ﾠYork	 ﾠTimes,	 ﾠMay	 ﾠ9	 ﾠ1999,	 ﾠnp	 ﾠ
http://www.nytimes.com/books/99/05/09/bookend/bookend.html	 ﾠaccessed	 ﾠ28.5.13.	 ﾠ
2	 ﾠMaddox	 ﾠB,	 ﾠnp	 ﾠ	 ﾠhttp://www.nytimes.com/books/99/05/09/bookend/bookend.html	 ﾠaccessed	 ﾠ
28.5.13	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3	 ﾠHermione	 ﾠLee	 ﾠdescribed	 ﾠa	 ﾠfeeling	 ﾠof	 ﾠloss	 ﾠwhen	 ﾠit	 ﾠcame	 ﾠto	 ﾠthe	 ﾠpublication	 ﾠof	 ﾠher	 ﾠbiography	 ﾠof	 ﾠ
Virginia	 ﾠWoolf:	 ﾠ‘as	 ﾠpart	 ﾠof	 ﾠthis	 ﾠbereavement	 ﾠI	 ﾠfelt	 ﾠthat	 ﾠshe	 ﾠhad	 ﾠbeen	 ﾠmine	 ﾠ-ﾭ‐	 ﾠyou	 ﾠdo	 ﾠfeel	 ﾠproprietorial	 ﾠ-ﾭ‐	 ﾠ
and	 ﾠthat	 ﾠI	 ﾠwas	 ﾠgiving	 ﾠher	 ﾠback.’	 ﾠInterview	 ﾠwith	 ﾠHermione	 ﾠLee,	 ﾠThe	 ﾠTimes	 ﾠHigher	 ﾠEducation	 ﾠ
Supplement,	 ﾠ11	 ﾠJanuary	 ﾠ1999,	 ﾠnp,	 ﾠhttp://www.timeshighereducation.co.uk/144525.article	 ﾠaccessed	 ﾠ
28.5.13.	 ﾠ	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himself.  And, against all logic, it made me feel as though I knew him – and, even 
less logically, liked him – just a bit better.’
4  
 
As proposed in the introduction, this study is to a greater degree, a biographical 
work although it does not cover the entirety of the life in question.  The extant 
garments guide the biographical framework so that it is simultaneously a 
biography of the objects themselves. However, it has also taken a micro-
historical analysis of the person and her clothing, revealing layers of social and 
cultural complexity involved in the managed appearance of a public figure.  The 
definition is not clear cut but in simplified terms I would argue that it is primarily a 
biography that also contains strong elements of micro-history.  I outlined three 
key questions that were at the heart of what the study was aiming to achieve: 
what can surviving material culture add to a supposedly ‘known’ biographical 
subject; through an analysis of her clothing, how did Alexandra manage her 
appearance; finally, how did Alexandra’s public appearance differ from her 
choices made in private? 
 
As acknowledged elsewhere, Alexandra’s biography has been written before.  
Both during her lifetime, very shortly after her death and in more recent decades 
there have been volumes dedicated to her either as an individual or in 
partnership with Edward.
5  The more carefree childhood that she enjoyed sits in 
stark contrast to the rigidity of Edward’s upbringing although her Danish roots 
were to be the subject of great anxiety to Queen Victoria when the marriage 
negotiations were underway.
6  Following their marriage she was to be subsumed 
by the British establishment, expected to lay aside to some degree her own 
national identity.  The early years of the royal marriage, so scrutinized by Queen 
Victoria, the British press and the public alike lived up to expectations.  In spite of 
the Queen’s disquiet relating to the social whirl into which Edward and Alexandra 
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 ﾠLepore	 ﾠJ,	 ﾠ‘Historians	 ﾠWho	 ﾠLove	 ﾠToo	 ﾠMuch:	 ﾠReflections	 ﾠon	 ﾠMicrohistory	 ﾠand	 ﾠBiography’	 ﾠin	 ﾠThe	 ﾠ
Journal	 ﾠof	 ﾠAmerican	 ﾠHistory,	 ﾠVol.88,	 ﾠNo.	 ﾠ1,	 ﾠJune	 ﾠ2001,	 ﾠp.129	 ﾠ
5	 ﾠSee	 ﾠIntroduction	 ﾠfor	 ﾠthe	 ﾠfull	 ﾠrange	 ﾠof	 ﾠthese	 ﾠpublications.	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6	 ﾠSee	 ﾠFulford	 ﾠR	 ﾠ(Ed),	 ﾠDearest	 ﾠMama	 ﾠ–	 ﾠLetters	 ﾠbetween	 ﾠQueen	 ﾠVictoria	 ﾠand	 ﾠthe	 ﾠCrown	 ﾠPrincess	 ﾠof	 ﾠ
Prussia1861-ﾭ‐1864,	 ﾠEvans	 ﾠBrothers	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 ﾠLondon,	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threw themselves, the young couple quickly produced an heir and proceeded to 
enchant the nation with their own brand of visible, glittering monarchy so long 
denied the British public.  However, Edward’s propensity towards boredom and a 
desire to be constantly entertained in lieu of a more responsible role was to test 
both his marriage and his relationship with his subjects.
7  The scandals that 
followed the Prince of Wales from the late 1860s onwards, along with the string 
of mistresses left in his wake were to dispel the earlier myths of an enduring love 
match.  If it was not true love, however, nor was it necessarily a deeply unhappy 
union.  Displaying a pragmatism that was a feature of Alexandra’s general 
approach to life, she came to accept her husband’s failings.  At times, and 
displayed through dress, she might distance herself from his follies.  Her choice 
of white evening wear throughout the 1870s was a display of purity in the face of 
his transgression and her neat suits spoke of control where Edward’s growing 
waistbands were indicative of excess.  She might feel acutely disappointed and 
angry with him but by the 1880s theirs was a partnership apparently based on 
mutual respect, sometime frustration and acceptance.  Romantic love there may 
not have been but a fond companionship appears to have been the defining 
feature of their almost fifty year marriage. 
 
Alexandra’s role as a mother was also one, which divided family opinion.  She 
seems to have been a more relaxed parent than Queen Victoria ever was, 
allowing her children a far greater degree of freedom more akin to her own 
childhood experiences.  Sandringham was a noisy, happy family home and 
Alexandra was not the distant maternal figure that Victoria arguably was.  She 
was to become a tenacious parent as the children reached maturity.  Perhaps 
owing to the loss of her baby in 1871 and then the death of her son Eddy in 
1892, Alexandra thereafter was to be an intense presence in her children’s lives.  
For her son George this manifested itself in an infantilized correspondence 
between mother and grown up son, in which she often used language suited to a 
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 ﾠSee,	 ﾠfor	 ﾠexample,	 ﾠMagnus	 ﾠP,	 ﾠKing	 ﾠEdward	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 ﾠSeventh,	 ﾠJohn	 ﾠMurray,	 ﾠLondon,	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child and signed herself ‘motherdear’.
8  For her daughter Victoria it was to result 
in a life of spinsterhood and servitude to her fond but dominant mother.  Unlike 
her mother-in-law, however, Alexandra could and did show her children love. 
 
This relationship between Alexandra and Queen Victoria is one that features 
prominently at different points in the project.  Undoubtedly there were periods of 
antagonism between the two women but the records show that here too, 
Alexandra used dress to mollify and flatter her difficult mother-in-law.  From the 
outset she created the grey poplin gown, worn on her arrival in the UK and 
chosen to represent Victoria’s favourite colour.  She wore the royal tartan in ball 
gowns at Balmoral, although her description of Scotland as ‘gloomy’ suggests 
that this was a dutiful act.  She patronized many of the same suppliers as Victoria 
as a comparison of her wardrobe accounts and Victoria’s office of robes ledgers 
confirms.  As the years passed there was a growing fondness between the two 
women but although Alexandra might show a willingness to compromise on 
occasion, she used dress also to assert her position.  Her tailormades 
emphasized the slimness of which Victoria so disapproved.
9  Her evening gowns 
of Parisian manufacture flew in the face of Victoria’s fiercely patriotic 
consumption.  Alexandra presumably wanted to distance herself from the black 
crape of Victoria and project herself as the antithesis to Victoria’s clothed body 
 
From the 1870s after her childbearing years were over, the Princess of Wales 
coped with loss frequently – loss of her hearing, loss of mobility following the 
debilitating bout of rheumatic fever.  She suffered the loss of an idealized 
marriage.  She suffered the loss of family members from whom she was 
geographically distant and then the loss of her son Albert Edward, only a month 
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 ﾠexample,	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 ﾠquoted	 ﾠin	 ﾠCh.2	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 ﾠArchive,	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after his engagement to Princess May of Teck.
10 Throughout, she maintained her 
high profile public life, attending civic events, Society entertainments, travelling in 
the UK and abroad.  For the almost forty years that she was the Princess of 
Wales she coupled this loss and disappointment with a busy calendar of social 
diversions and monarchical duty.  Following Queen Victoria’s death in 1901, the 
new Queen Alexandra largely continued to be both entertaining, entertained and 
dutiful but with a newly regal edge.  Edward took to Kingship in a surprisingly 
effective manner with Alexandra as his majestic companion.  Their relationship 
had reached so amenable a place that Alexandra felt able to not only 
acknowledge but to joke about his mistresses. We cannot know if such levity 
masked a continuing pain at his infidelity but accounts do seem to support a 
mutual understanding by the early 20
th century.  Although the Edwardian years 
popularly bask in a halcyon glow, perhaps with the hindsight of the turmoil that 
was to follow, neither Edward nor Alexandra were carefree young monarchs.  In 
their sixties, they still maintained a relentless schedule until Edward’s death in 
1910. 
 
Although Alexandra did not play an important political or diplomatic role in the 
19
th and early 20
th centuries, it could be argued that without her the republican 
movement that had been growing ever stronger in the early 1860s would have 
flourished and gained a greater foothold in Britain: that in some sense she was 
the savior of the British monarchy.  In 1862 Queen Victoria was widely criticized 
for the perceived abandonment of her post.  Alexandra’s admittance into this 
inner circle of monarchy breathed life into the institution.  As the epitomy of a 
‘princess’ her clever clothing choices meant that she was both regal as the event 
required, or through a general conformity of style she made herself more 
available as a public figure in a way that Victoria had ceased to be.  In a sense 
Alexandra engaged with the artifice of dress as explored by Joanne Entwistle: 
‘Public roles as performances put a discreet distance between self and ‘other’ 
	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ	 ﾠ
10	 ﾠSee	 ﾠquote	 ﾠin	 ﾠFisher	 ﾠG&H,	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and between public and private life.’
11  She used her clothing, judged on the 
merits of any given event or time of day, to both fit in to upper class Britain but to 
simultaneously stand out as a prominent public figure.  It is easy now to be 
dismissive of so apparently passive a figure – but her role was arguably multi-
faceted.  Civic duties brought her to the people and served to enhance her 
popularity.  Philanthropic work and charitable causes raised awareness of areas 
of need.  Her role was not about challenging the status quo – her position did not 
allow hugely reformative acts – but she could support causes and thus make a 
contribution towards improvement as exhibited by her interest in army nursing 
conditions. 
 
As Dowager Queen, Alexandra’s social life ceased with the loss of her husband.  
Aside from the occasional public occasion she withdrew from society’s gaze, 
lamenting the loss of her youth and secluding herself in Sandringham.  The tone 
of her scant surviving correspondence and of those around her point to some 
unhappy final years during which her deafness and fragility became a burden 
that was hard to bear in one who had been so colourful a public character.  Her 
death in 1925 was marked by a surge of national feeling, the notable features of 
her life once again featuring in the nation’s press with a surfeit of memorial 
issues in her name. 
 
This summary of her life arguably presents that which was already ‘known’ of 
Alexandra as disseminated by published biographies which begs the question, 
what does this project add to that biography?  These facts are unassailable as 
the accurate events that shaped the path of Alexandra’s life.  However, in 
approaching this biography through the material culture that populated her life, 
an altogether more rounded picture has emerged. 
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 ﾠEntwistle	 ﾠJ,	 ﾠThe	 ﾠFashioned	 ﾠBody	 ﾠ–	 ﾠFashion,	 ﾠDress	 ﾠand	 ﾠModern	 ﾠSocial	 ﾠTheory,	 ﾠPolity	 ﾠPress,	 ﾠCambridge,	 ﾠ
2000,	 ﾠp.118	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The material culture does add significantly to what was already known about a 
biographical subject.  In this project specific items of clothing have revealed 
previously unknown facets of the life that was Alexandra’s as well as add 
significant depth to the balder facts already known.  In certain cases, the 
garments and ephemera associated with them actually revealed previously 
unknown data – the iris motif evening dress literally exposed the secrets of 
Alexandra’s physicality, its construction highlighting a curvature of the spine 
significant enough to warrant its disguise in a public setting.  Although 
Alexandra’s rheumatic fever was well documented and the resulting limp was 
impossible to hide, the wider implications of this in the long term had never 
before been considered.  Only through this dress and its apparently mis-matched 
embellishment did the reality of her physical impairment emerge. 
 
The evidence of the wedding dress also suggested a facet to Alexandra’s 
character, aged 19, that contradicted the accepted assertions of the biographers.  
The presence of the European lace panel roughly stitched to the underside of the 
wedding gown’s skirt might indicate an element of subversion.  Whilst publicly 
adhering to Queen Victoria’s demand for a British lace dress, the surreptitious 
addition of this European lace where nobody but the wearer might know of its 
presence hints towards a more willful character who was already beginning to 
assert herself, albeit ever so slightly at this early stage.   
 
At the other end of her career as Princess of Wales resides the Coronation 
dress, the gown in which she might exhibit all of her own free will.  In complete 
contrast to the wedding dress, not a stitch of this garment was of UK 
manufacture.  The accepted story of its creation abroad was that of an Imperial 
tribute to the romance of an imagined India.  Examining papers that no other 
biographer had studied told a quite different story – one of pragmatism forged 
over decades of dressing alongside the ‘London Ladies’ and demonstrating her 
determination for originality.  In a recognizably modern bid to ensure that the 	 ﾠ
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British press and public did not know what her dress would look like, she had the 
design and fabrication conducted thousands of miles away.   
 
That the dress was completed in Paris by the couture house Morin Blossier, 
dispelled a myth that was oft-repeated in subsequent biographies – that 
Alexandra bought British and, like her mother-in-law before her, eschewed 
Parisian couture.
12  The coronation gown and indeed every single surviving 
evening dress after 1880, of which there are 17, were all French.  When it came 
to the construction of her public appearance, Alexandra was not going to be 
mired in expectations of all-British sartorial consumption.  The French made, in 
her opinion, better evening gowns and so French evening gowns she would 
wear.  In contrast the British were tailors par-excellence and so all of her tailoring 
was British.  She negotiated these choices sensitively.  There was no backlash in 
the British press about her Parisian preferences and so it appears that her 
purchasing was conducted sensitively.  So sensitively, in fact, that without 
consulting any of the gowns associated with her, traditional biographers upheld 
the apocryphal stories of her patriotism. 
 
In tandem with the garments themselves are those areas of Alexandra’s royal 
wardrobe that have remained almost completely in the shadows until now.  
Although there were general acknowledgements of her stylishness and interest in 
fashion amongst the pages of the existing biographies the realization of her 
clothed royal body was given no consideration.  Her appearance was never 
subject to any analysis prior to this study, less so the logistics of achieving and 
maintaining that appearance.  The dressmakers, messengers, dressers and 
launderers who were all a part of Alexandra’s managed appearance have been 
erased from any account of her life to date.  In part this is because they have left 
no written record themselves but this only made the details of their roles even 
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 ﾠAs	 ﾠrecently	 ﾠas	 ﾠ2007	 ﾠthis	 ﾠwas	 ﾠperpetuated	 ﾠin	 ﾠpublications	 ﾠreferring	 ﾠto	 ﾠAlexandra	 ﾠdemonstrating	 ﾠ
that	 ﾠit	 ﾠwas	 ﾠa	 ﾠtale	 ﾠthat	 ﾠstill	 ﾠheld	 ﾠtrue.	 ﾠ	 ﾠSee	 ﾠfor	 ﾠexample	 ﾠBehlen	 ﾠB	 ﾠ&	 ﾠMarschner	 ﾠJ,	 ﾠDiana	 ﾠFashion	 ﾠ&	 ﾠStyle,	 ﾠ
Jarrold	 ﾠPublishing,	 ﾠLondon,	 ﾠ2007,	 ﾠp.104	 ﾠin	 ﾠwhich	 ﾠthe	 ﾠauthors	 ﾠwrite:	 ﾠ‘Queen	 ﾠAlexandra	 ﾠdid	 ﾠnot	 ﾠ
patronize	 ﾠWorth,	 ﾠwhose	 ﾠdesigns	 ﾠwere	 ﾠconsidered	 ﾠtoo	 ﾠFrench	 ﾠfor	 ﾠthe	 ﾠQueen	 ﾠof	 ﾠEngland.	 ﾠ	 ﾠInstead	 ﾠshe	 ﾠ
favoured	 ﾠRedfern.’	 ﾠ	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more tantalizing.  These are the nuts and bolts of her daily life – the flesh that 
bulks out the barer bones of the known biography of dates and events. Such 
practical arrangements were not supposed to be visible – notions of discretion 
ensured that details about the royal laundry were scarce, dressers were shadowy 
figures on the fringes of the written records and travel arrangements were 
peripheral to the destinations themselves.  There is little published material 
relating to these features as the bibliography reveals, most of the material 
gleaned from primary sources.  This suggests an area for future development – 
those roles that inhabited a hidden facet of royal life beyond even the royal 
Household, which was still one of relative privilege.
13  This question did, however, 
underscore the importance of the multi-disciplinary approach adopted throughout 
the project, supporting the blend of object and text-based evidence that ‘show 
how the material and textual illuminate and reinforce each other.’
14   
 
Examining the duties of the dresser and how laundry was managed on the scale 
of that exhibited by the royal family highlighted some of the realities of public 
dressing.  The degree of travel involved and the luggage that accompanied it was 
an area almost totally devoid of research and yet it was a crucial part of Edward’s 
and Alexandra’s lives together.  Hers was a carefully managed persona.  She 
certainly made her own decisions about the fitness of her appearance for any 
given moment but once that decision was made a whole operation swung into 
action that involved many people from those making the garments to those 
managing and repairing them, to those responsible for their transport. 
 
This persona was carefully constructed.  Alexandra’s clothing displayed 
important elements of her royal image making that could both reveal and 
disguise as she saw fit.  When performing in public at ceremonial occasions she 
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13	 ﾠI	 ﾠwould	 ﾠlike	 ﾠto	 ﾠexplore	 ﾠthis	 ﾠfurther	 ﾠand	 ﾠpublish	 ﾠin	 ﾠsome	 ﾠcontext	 ﾠ–	 ﾠthe	 ﾠroyal	 ﾠdresser	 ﾠand	 ﾠlaunderer	 ﾠ
are	 ﾠvery	 ﾠmuch	 ﾠneglected	 ﾠin	 ﾠthe	 ﾠpublished	 ﾠrecord	 ﾠas	 ﾠis	 ﾠa	 ﾠserious	 ﾠanalysis	 ﾠof	 ﾠhow	 ﾠwomen	 ﾠsuch	 ﾠas	 ﾠ
Alexandra	 ﾠmanaged	 ﾠthe	 ﾠquantity	 ﾠof	 ﾠtheir	 ﾠbulky	 ﾠwardrobes	 ﾠwhilst	 ﾠtravelling.	 ﾠ
14	 ﾠBurman	 ﾠB,	 ﾠ‘	 ﾠ‘A	 ﾠLinnen	 ﾠPockett	 ﾠa	 ﾠprayer	 ﾠBook	 ﾠand	 ﾠfive	 ﾠkeys’:	 ﾠapproaches	 ﾠto	 ﾠa	 ﾠhistory	 ﾠof	 ﾠwomen’s	 ﾠtie-ﾭ‐
on	 ﾠpockets’	 ﾠin	 ﾠHayward	 ﾠM	 ﾠ&	 ﾠKramer	 ﾠE	 ﾠ(Eds),	 ﾠTextiles	 ﾠand	 ﾠText	 ﾠ–	 ﾠRe-ﾭ‐Establishing	 ﾠLinks	 ﾠbetween	 ﾠ
Archival	 ﾠand	 ﾠObject-ﾭ‐based	 ﾠResearch,	 ﾠArchetype	 ﾠPublications,	 ﾠLondon,	 ﾠ2007,	 ﾠp.157	 ﾠ	 ﾠ
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played the part expected of her in a way that Queen Victoria refused to do.  With 
her high wired collars and an eye to dramatic detail and colour, her appearances 
as Queen were suitably queenly.  When dressing for different parts, including 
fancy dress, she revealed an aspiration for such majesty, which was fully realized 
on Victoria’s death.  Yet at other times when she was not making such a public 
performance, she took interpretations of tailored yachting gowns into a different 
worn context.  She challenged the critics of her extreme slenderness by 
accentuating her shape in unadorned, feminized versions of a male suit, 
displaying a strong sporting body at odds with the prevailing trend of soft 
femininity.  Dress was power, disguise depending on the requirements of any 
given day. 
 
Alexandra was not a trend-setter. The tailormade aside (which was perhaps the 
only instance whereby she ignited a new fashion) she dressed safely and in such 
a way that ensured admiration and positive press.  However, the surviving 
objects and archival material such as the wardrobe accounts reveal that she did 
like to exhibit an element of difference in her appearance.  As established above 
with her plans for the Coronation gown, she did not want to dress alongside the 
London Ladies.  Thus when John Redfern was an unknown draper, he enjoyed 
the Princess of Wales’ patronage but as his star rose ever higher so her interest 
waned and she chose other less familiar tailors.  She did not shop with Worth but 
with less celebrated couture houses such as Morin Blossier. She conformed at 
the same time as she dissented and it was perhaps this chameleon-like 
approach which was her greatest strength.  This assessment of Alexandra’s 
working royal wardrobe when the clothes are, as Banim, Green & Guy have 
termed it ‘active’, passing through stages of use and usefulness, shines a light 
into previously unexplored corners.
15   
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 ﾠSee	 ﾠGuy	 ﾠA,	 ﾠGreen	 ﾠE	 ﾠ&	 ﾠBanim	 ﾠM	 ﾠ(Eds),	 ﾠThrough	 ﾠthe	 ﾠWardrobe	 ﾠ–	 ﾠWomen’s	 ﾠRelationship	 ﾠwith	 ﾠTheir	 ﾠ
Clothes,	 ﾠBerg,	 ﾠOxford	 ﾠ&	 ﾠNew	 ﾠYork,	 ﾠ2001	 ﾠfor	 ﾠan	 ﾠanthropological	 ﾠapproach	 ﾠto	 ﾠwomen’s	 ﾠwardrobes	 ﾠ
which	 ﾠdoes	 ﾠmake	 ﾠsome	 ﾠrelevant	 ﾠobservations	 ﾠfor	 ﾠan	 ﾠearlier	 ﾠcontext.	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Alexandra recognized the efficacy of dress in projecting a particular image given 
the limitations of the period and her position, a form of communicative power 
considered by Diana Crane: ‘Lacking other forms of power, [nineteenth century 
women] used nonverbal symbols as a means of self-expression.’
16  She did so in 
a way that is very recognizable amongst certain other 20
th and 21
st century royal 
women.  Princess Margaret, whose life was one of complexity played out in the 
public eye, knew how to dress effectively as a Princess of the British monarchy.  
As a new exhibition featuring Princess Margaret’s clothes states: ‘her clothes 
reflect the rule-breaking of a more liberal era and the greater freedoms of her 
role’.
17  In this sense she had greater choice allowed to her but her ability to 
create a sensation in the public spaces she inhabited based upon her 
appearance was something she shared with Alexandra.   
 
Diana, Princess of Wales also learnt through her life at the heart of the monarchy 
and at its fringes that the power of her appearance might sway public opinion in 
her favour – perhaps the infamous black cocktail dress was one of the strongest 
examples of non-verbal sartorial resistance or, as described by the Telegraph 
Magazine: ‘a devastating wisp of black chiffon, possibly the most strategic dress 
ever worn by a woman in modern times.’
18 Just as Alexandra had asserted 
herself dressed all in white amongst a sea of black almost a century before, so 
her royal counterpart of the 20
th century knew how to play her part on that 
particular evening.
19  Such astuteness was by no means universal.  As recorded 
elsewhere Queen Mary was not known for her fashionable flair but, according to 
a lady-in-waiting, this was not necessarily out of choice but in deference to her 
husband George: ‘She never even wore a colour that the King did not like.  Her 
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 ﾠCrane	 ﾠD,	 ﾠFashion	 ﾠand	 ﾠits	 ﾠSocial	 ﾠAgendas:	 ﾠClass,	 ﾠGender	 ﾠand	 ﾠIdentity	 ﾠin	 ﾠClothing,	 ﾠUniversity	 ﾠof	 ﾠChicago	 ﾠ
Press,	 ﾠChicago	 ﾠ&	 ﾠLondon,	 ﾠ2000,	 ﾠp.100	 ﾠ
17	 ﾠThe	 ﾠexhibition	 ﾠis	 ﾠentitled	 ﾠ‘Fashion	 ﾠRules’,	 ﾠKensington	 ﾠPalace,	 ﾠLondon,	 ﾠ
http://www.hrp.org.uk/KensingtonPalace/stories/palacehighlights/fashionrules/.	 ﾠAccessed	 ﾠ6.9.13	 ﾠ
18	 ﾠQuoted	 ﾠin	 ﾠMcDowell	 ﾠC,	 ﾠDiana	 ﾠStyle,	 ﾠAurum	 ﾠPress,	 ﾠLondon,	 ﾠ2007,	 ﾠp.17	 ﾠ
19	 ﾠLike	 ﾠAlexandra’s,	 ﾠDiana’s	 ﾠwardrobe	 ﾠhas	 ﾠalso	 ﾠbeen	 ﾠwidely	 ﾠdistributed	 ﾠfollowing	 ﾠher	 ﾠdeath	 ﾠand	 ﾠ
auctions	 ﾠof	 ﾠher	 ﾠclothing	 ﾠstill	 ﾠattract	 ﾠextensive	 ﾠpress	 ﾠcoverage.	 ﾠMost	 ﾠrecently	 ﾠin	 ﾠJune	 ﾠ2013.	 ﾠSimilarly	 ﾠ
the	 ﾠDuchess	 ﾠof	 ﾠWindsor’s	 ﾠjewelry	 ﾠcollection	 ﾠhas	 ﾠbeen	 ﾠauctioned	 ﾠin	 ﾠrecent	 ﾠyears	 ﾠdemonstrating	 ﾠthe	 ﾠ
continued	 ﾠpublic	 ﾠappetite	 ﾠfor	 ﾠthe	 ﾠmaterial	 ﾠtrappings	 ﾠof	 ﾠRoyalty.	 ﾠ	 ﾠ
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style of dressing was dictated by his conservative prejudices.’
20 Her clothing was 
purchased from British companies with a businesslike acceptance but little flair in 
the resulting appearance.
21  
 
There are gaps in the study of the material culture.  Discovering that an object 
survives and finding out its location does not necessarily mean that it is 
accessible.  Two examples illustrate these difficulties.  The Bunka Gakuen 
Costume Museum in Japan has two dresses associated with Queen Alexandra, 
one of which was conserved at the Textile Conservation Centre in Winchester in 
the late 1990s and so there is some documentary evidence for the garment.  
However, owing to the distances involved and a confidentiality clause relating to 
the provenance they become more problematic and I was not able to study them 
for this project.
22  The temporary closure of the Costume Institute at the 
Metropolitan Museum of Art in New York meant that the single largest collection 
of Queen Alexandra’s surviving clothes could not be accessed during the period 
of my research and whilst images were plentiful thanks to the generosity of 
curators, the interrogation of the object first hand was not possible.
23 The 
garments comprise a number of Edwardian evening dresses, some rare 
examples of outerwear, shoes with matching stockings, an elaborate riding 
ensemble and some petticoats – 24 pieces in all purchased from the 1937 
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 ﾠAirlie,	 ﾠMabel	 ﾠCountess	 ﾠof,	 ﾠThatched	 ﾠwith	 ﾠGold,	 ﾠHutchinson	 ﾠ&	 ﾠCo,	 ﾠLondon,	 ﾠ1962,	 ﾠp.128	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21	 ﾠThis	 ﾠwas	 ﾠparticularly	 ﾠnoticeable	 ﾠwhen	 ﾠcomparing	 ﾠtwo	 ﾠevening	 ﾠdresses	 ﾠin	 ﾠthe	 ﾠRoyal	 ﾠOntario	 ﾠ
Museum,	 ﾠToronto	 ﾠ–	 ﾠone	 ﾠbelonging	 ﾠto	 ﾠQueen	 ﾠAlexandra	 ﾠand	 ﾠthe	 ﾠother	 ﾠto	 ﾠQueen	 ﾠMary.	 ﾠ	 ﾠWhere	 ﾠ
Alexandra’s	 ﾠFrench	 ﾠgown	 ﾠwas	 ﾠmade	 ﾠof	 ﾠchiffon	 ﾠand	 ﾠspangles,	 ﾠMary’s	 ﾠwas	 ﾠa	 ﾠBritish	 ﾠdesign	 ﾠof	 ﾠheavy	 ﾠ
white	 ﾠsatin,	 ﾠheavily	 ﾠembellished	 ﾠwith	 ﾠfaux	 ﾠpearls	 ﾠand	 ﾠdiamanté.	 ﾠ	 ﾠThe	 ﾠoverall	 ﾠimpression	 ﾠwas	 ﾠof	 ﾠa	 ﾠ
heavy	 ﾠ‘less	 ﾠgraceful’	 ﾠas	 ﾠthe	 ﾠtechnician	 ﾠdescribed	 ﾠit,	 ﾠdress.	 ﾠ
22	 ﾠAccording	 ﾠto	 ﾠthe	 ﾠmuseum	 ﾠthe	 ﾠdonor’s	 ﾠdetails	 ﾠare	 ﾠtreated	 ﾠas	 ﾠconfidential.	 ﾠ	 ﾠAll	 ﾠI	 ﾠcan	 ﾠascertain	 ﾠis	 ﾠthat	 ﾠ
they	 ﾠwere	 ﾠacquired	 ﾠin	 ﾠ1990	 ﾠfrom	 ﾠa	 ﾠEuropean	 ﾠowner.	 ﾠ	 ﾠFor	 ﾠdetails	 ﾠof	 ﾠthe	 ﾠconservation	 ﾠof	 ﾠthe	 ﾠgarment	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see	 ﾠMatsumura	 ﾠM,	 ﾠ‘The	 ﾠconservation	 ﾠof	 ﾠa	 ﾠbodice,	 ﾠc.1908	 ﾠassociated	 ﾠwith	 ﾠQueen	 ﾠAlexandra:	 ﾠtreating	 ﾠa	 ﾠ
multi-ﾭ‐layered,	 ﾠboned	 ﾠgarment	 ﾠwith	 ﾠtin-ﾭ‐weighted	 ﾠsilk’,	 ﾠunpublished	 ﾠMA	 ﾠthesis,	 ﾠTextile	 ﾠConservation	 ﾠ
Centre,	 ﾠTCC	 ﾠ2557.1,	 ﾠ2000.	 ﾠ
23	 ﾠThe	 ﾠlong	 ﾠclosure	 ﾠwas	 ﾠdue	 ﾠto	 ﾠa	 ﾠcomplete	 ﾠrestructuring	 ﾠof	 ﾠthe	 ﾠcostume	 ﾠstorage	 ﾠfollowing	 ﾠthe	 ﾠmajor	 ﾠ
acquisition	 ﾠof	 ﾠthe	 ﾠBrooklyn	 ﾠMuseum’s	 ﾠdress	 ﾠcollection.	 ﾠ	 ﾠCurators	 ﾠwere	 ﾠextremely	 ﾠhelpful	 ﾠand	 ﾠemailed	 ﾠ
many	 ﾠimages	 ﾠto	 ﾠme	 ﾠand	 ﾠon	 ﾠa	 ﾠvisit	 ﾠto	 ﾠNew	 ﾠYork	 ﾠI	 ﾠdid	 ﾠvisit	 ﾠthe	 ﾠcurators	 ﾠand	 ﾠtalk	 ﾠabout	 ﾠthe	 ﾠproject	 ﾠbut	 ﾠ
all	 ﾠresearch	 ﾠwas	 ﾠbarred	 ﾠfor	 ﾠa	 ﾠnumber	 ﾠof	 ﾠyears.	 ﾠ	 ﾠPart	 ﾠof	 ﾠmy	 ﾠfuture	 ﾠplan	 ﾠwould	 ﾠbe	 ﾠto	 ﾠsee	 ﾠthese	 ﾠobjects	 ﾠ
and	 ﾠto	 ﾠassess	 ﾠtheir	 ﾠplace	 ﾠamongst	 ﾠthe	 ﾠrest	 ﾠof	 ﾠthe	 ﾠsurviving	 ﾠgarments	 ﾠand	 ﾠto	 ﾠdigitize	 ﾠthe	 ﾠscattered	 ﾠ
collection	 ﾠso	 ﾠthat	 ﾠthey	 ﾠbecome	 ﾠavailable	 ﾠin	 ﾠa	 ﾠvirtual	 ﾠspace.	 ﾠ	 ﾠ
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auction in the city.
24 Similarly, the relatively large selection of Alexandra’s 
garments in the Fashion Institute of Design Merchandising were beyond my 
reach at this time.  They were only acquired by the museum recently via a private 
collection and so did not even feature in the early years of this thesis.  This 
illustrates particularly well the nature of this project and its ever-expanding pool 
of material culture, which can redefine the limits of the enquiry.
25  It also signifies 
the potential for surviving objects to continue to emerge from locations unknown 
so that this is never a definitive list but rather a working catalogue subject to 
additions.
26 
 
The potential for further projects directly relating to this thesis is something that I 
have started to explore.  In conjunction with the Fashion Museum, Bath and the 
Fashion Institute of Design Merchandising in Los Angeles I am working on an 
exhibition of Queen Alexandra’s clothing, provisionally scheduled to take place in 
2018 at both venues, linked by a shared website and catalogue.  The two 
institutions share garments from a common source and were keen to highlight 
these elements in a joint exhibition.
27  In relation to this, I shall be working with 
students at Falmouth University and tailors at Henry Poole & Co of Savile Row to 
recreate the 1863 riding habit of Alexandra’s described in the Poole order 
ledgers.
28  We hope to reconstruct this complex garment from the description in 
the archive, contemporary sources and images, with students receiving the 
expert tuition of the Savile Row pattern cutter.  The eventual outcome will be two 
riding habits, which can each feature in the 2018 exhibition.
29 
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24	 ﾠSee	 ﾠAppendix	 ﾠ2	 ﾠfor	 ﾠthe	 ﾠcomplete	 ﾠlist	 ﾠincluding	 ﾠaccession	 ﾠnumbers	 ﾠand	 ﾠimages.	 ﾠ
25	 ﾠThere	 ﾠare	 ﾠobjects	 ﾠof	 ﾠearly	 ﾠdaywear	 ﾠin	 ﾠthis	 ﾠcollection	 ﾠthat	 ﾠdo	 ﾠnot	 ﾠexist	 ﾠanywhere	 ﾠelse,	 ﾠincluding	 ﾠ
what	 ﾠmight	 ﾠpotentially	 ﾠbe	 ﾠthe	 ﾠonly	 ﾠpiece	 ﾠof	 ﾠmaternity	 ﾠwear.	 ﾠ	 ﾠHowever,	 ﾠcoming	 ﾠto	 ﾠlight	 ﾠso	 ﾠlate	 ﾠin	 ﾠthe	 ﾠ
proceedings,	 ﾠI	 ﾠhave	 ﾠnot	 ﾠbeen	 ﾠable	 ﾠto	 ﾠdo	 ﾠany	 ﾠmore	 ﾠthan	 ﾠstudy	 ﾠphotographs	 ﾠbut	 ﾠthere	 ﾠis	 ﾠscope	 ﾠfor	 ﾠ
future	 ﾠwork	 ﾠhere.	 ﾠ
26	 ﾠAs	 ﾠnoted	 ﾠelsewhere,	 ﾠmany	 ﾠof	 ﾠthe	 ﾠgarments	 ﾠsold	 ﾠat	 ﾠauction	 ﾠin	 ﾠNew	 ﾠYork	 ﾠin	 ﾠ1937	 ﾠhave	 ﾠnever	 ﾠbeen	 ﾠ
accounted	 ﾠfor	 ﾠsince.	 ﾠ	 ﾠSomewhere,	 ﾠpresumably	 ﾠin	 ﾠNorth	 ﾠAmerica,	 ﾠthere	 ﾠare	 ﾠover	 ﾠ40	 ﾠother	 ﾠgarments	 ﾠof	 ﾠ
Queen	 ﾠAlexandra’s	 ﾠnot	 ﾠpreviously	 ﾠstudied.	 ﾠ
27	 ﾠBoth	 ﾠof	 ﾠthem	 ﾠhave	 ﾠa	 ﾠsignificant	 ﾠnumber	 ﾠof	 ﾠobjects	 ﾠthat	 ﾠoriginated	 ﾠfrom	 ﾠthe	 ﾠcollector,	 ﾠDoris	 ﾠLangley	 ﾠ
Moore	 ﾠmaking	 ﾠthis	 ﾠan	 ﾠobvious	 ﾠconnection	 ﾠin	 ﾠterms	 ﾠof	 ﾠchoice	 ﾠof	 ﾠinstitution.	 ﾠ
28	 ﾠSee	 ﾠChapter	 ﾠ3	 ﾠfor	 ﾠdetails	 ﾠof	 ﾠthis	 ﾠgarment	 ﾠas	 ﾠdescribed	 ﾠin	 ﾠthe	 ﾠledger.	 ﾠ
29	 ﾠAs	 ﾠan	 ﾠAssociate	 ﾠLecturer	 ﾠat	 ﾠFalmouth	 ﾠUniversity,	 ﾠthis	 ﾠis	 ﾠpart	 ﾠof	 ﾠthe	 ﾠprogramme	 ﾠwhich	 ﾠaims	 ﾠto	 ﾠforge	 ﾠ
stronger	 ﾠlinks	 ﾠwith	 ﾠmuseum	 ﾠand	 ﾠarchive	 ﾠcollections.	 ﾠ	 ﾠSimilarly	 ﾠthe	 ﾠFashion	 ﾠMuseum,	 ﾠBath	 ﾠis	 ﾠlooking	 ﾠ	 ﾠ
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The conclusion to this thesis is both a culmination of this particular body of 
research but also a recognition of the things I would like to develop that have 
arisen from it.  Detailed studies of the clothing of the late 19
th century super-elite 
were revealed to be almost non-existent.  Apart from two or three exhibitions and 
their associated catalogues, there have not been any comprehensive studies of 
this type of wardrobe and the complexities surrounding its daily operation.
30  It is 
also the tale of the sartorial diaspora that Alexandra’s surviving wardrobe 
represents.  There is no pattern to any of the garments’ accidental survival and 
no logical reason for their geographic spread.  This has made the search for 
garments both a frustrating as well as a fascinating exercise.  It is indicative of 
the curiosity that such garments and their association with royalty can hold for 
collections and collectors as their final home lies far from their original worn 
context. This project started seven years ago as a study of Queen Alexandra’s 
scant surviving clothing that I had encountered in the royal Ceremonial Dress 
Collection in London.  It evolved into a great deal more.  As more and more 
garments were discovered in museums around the world, the full range of the 
working royal wardrobe began to emerge from the shadows.  Not only did it begin 
to allow for a serious analysis of the material culture and what it might reveal 
about the woman who wore it, it shone a light onto previously unrecorded areas 
of royal life.  The practical realities of the Office of Robes, its staff, the 
maintenance, the couture houses, department stores, photographers and 
journalists and the general public were all areas that had existed at the margins 
of academia or in some cases never been studied before.  Bound together in the 
wardrobe of one woman, it has cast a brighter light upon Queen Alexandra’s 
image, her household, her suppliers and the clothing of her royal body. 
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to	 ﾠmake	 ﾠsimilar	 ﾠconnection	 ﾠwith	 ﾠHE	 ﾠInstitutions	 ﾠand	 ﾠso	 ﾠthis	 ﾠis	 ﾠan	 ﾠexciting	 ﾠproject	 ﾠto	 ﾠcome	 ﾠout	 ﾠof	 ﾠthe	 ﾠ
thesis.	 ﾠ
30	 ﾠIn	 ﾠa	 ﾠvery	 ﾠrecent	 ﾠdevelopment,	 ﾠthe	 ﾠpublisher	 ﾠThames	 ﾠ&	 ﾠHudson	 ﾠhave	 ﾠasked	 ﾠfor	 ﾠa	 ﾠmeeting	 ﾠto	 ﾠdiscuss	 ﾠ
publication	 ﾠof	 ﾠthis	 ﾠproject	 ﾠowing	 ﾠto	 ﾠthis	 ﾠgap	 ﾠin	 ﾠthe	 ﾠacademic	 ﾠhistoriography.	 ﾠ	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Appendix 1 
Key Dates for Alexandra 
 
 
1 December 1844 – Alexandra Caroline Marie Charlotte Louise Julia born in 
Denmark. 
 
9 September 1862 – Edward proposes to Alexandra at Laeken.  Alexandra 
accepts. 
 
10 March 1863 – Wedding day at Windsor. 
 
By end of June 1863 – Alexandra expecting their first child. 
 
6 January 1864 – Birth of Albert Victor two months early. 
 
March 1864 – Alexandra noted as looking very thin and ill. 
 
September 1864 – Trip to Denmark. 
 
November 1864- Comments already appearing about Edward’s infidelity. 
 
3 June 1865 – Second son, George is born. 
 
November 1865 – Once again Alexandra is reported as looking very pale and 
thin. 
 
20 February 1867 – Birth of first daughter, Louise. 
 
February-July 1867 – Seriously ill with rheumatic fever which caused lameness 
and increasingly severe deafness. 
 
Summer 1867 – Trip to Germany to convalesce. 
 
April 1868 – Successful visit to Ireland. 
 
6July 1868 – Birth of second daughter, Victoria. 
 
Late 1868-May 1869 – Tour of Europe and Egypt. 
 
August 1869 – Feb 1870 – Mordaunt court case in which Edward was called as 
a witness. 
 
6 November 1869 – Birth of third daughter, Maud. 
 
Autumn 1870 – Completion of Sandringham. 	 ﾠ
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6 April 1871 – Premature birth of third son Alexander John.  He lived for only 24 
hours. 
 
Summer 1871 – Passion Play at Oberammergau. 
 
23 November 1871 – Edward seriously ill with typhoid. 
 
27 February 1872 – Thanksgiving service in St Pauls. 
 
1872&1873 – Dighton Probyn and Charlotte Knollys enter Alexandra’s service. 
 
1873 Season – Visit by Dagmar to London. 
 
1874 – Trip to Russia to attend Prince Alfred’s wedding. 
 
October 1875 – Edward’s visit to India which Alexandra was forbidden to attend. 
 
Feb 1876 – The Aylesford Affair. 
 
May 1876 – Edward returns from India 
 
Spring 1877 – Owing to poor health, Alexandra goes to Greece to recover. 
 
1877 – Edward starts his affair with Lilly Langtry. 
 
Late 1870s – Stories circulate in the press of an estrangement. 
 
1877 – Eddy and George begin cadet training on board Britannia. 
 
1March 1881 – Czar Alex II assassinated – Edward and Alexandra travel to 
Russia for the funeral. 
 
April 1885 – Trip to Ireland. 
 
1887 – Queen Victoria’s Golden Jubilee. 
 
1888 – Edward and Alexandra’s silver wedding anniversary. 
 
27 July 1889 – Louise marries Earl of Fife. 
 
1890/91 – Affairs of Edward and Eddy causing some scandal. 
 
June 1891 – Tranby Croft baccarat case. 
 
17 May 1891 – First grandchild born. 	 ﾠ
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1891 – Edward’s mistress now Daisy Brooke, Countess of Warwick. 
 
October 1891 – Alexandra chooses to visit Dagmar in the Crimea and misses 
Edward’s 50
th birthday. 
 
Late 1891/Early 1892 – Eddy’s engagement to May. 
 
14 January 1892 – Eddy died at Sandringham. 
 
January 1893- Alexandra’s close friend Oliver Montagu died. 
 
6 July 1893 – George and May married. 
 
1894 – Dagmar’s husband dies; Alexandra travels to Russia. 
 
September 1898 – Alexandra’s mother dies. 
 
1894 – David (Edward VIII born). 
 
1895 – Edward meets Alice Keppel. 
 
1897 – Queen Victoria’s Diamond Jubilee. 
 
22 January 1901 – Queen Victoria dies at Osborne House. 
 
9 August 1901 – Death of Vicky, Edward’s older sister.  E & A attend funeral in 
Berlin. 
 
1902 – Formation of the Queen Alexandra’s Imperial Military Nursing Service. 
 
26 June 1902 – Original Coronation date which had to be postponed due to 
Edward’s illness. 
 
9 August 1902 – Coronation of E & A. 
 
10 December 1903 – Fire at Sandringham. 
 
1905 – Maud becomes Queen of Norway. 
 
1905 – Alexandra’s first official state visit; Portugal. 
 
29 January 1906 – Alexandra’s father dies. 
 
1906 – Alexandra and Dagmar acquire Hvidore their own villa in Denmark. 
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1907 – Dagmar visits Alexandra in London for the first time in thirty years. 
1908 – E & A visit Russian royalty in the Russian waters around the Crimea on 
State yachts. 
 
1909 – Visit to Berlin. 
 
6 May 1910 – Edward dies. 
 
1913 – Connaught’s wedding of which there are famous images of Alexandra 
and her dress was displayed afterwards. 
 
1916 – Publication of Queen Alexandra’s Christmas Gift Book. 
 
1915 – Near breakdown.  Very tired, almost totally deaf.  Withdraws largely from 
public life. 
 
1918 – Attended Armistice parade of soldiers. 
 
1919 – Queen Mary recorded a great change in Alexandra. 
 
20 November 1925 – Alexandra dies of a heart attack at Sandringham. 
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Appendix 2  
The Queen Alexandra Catalogue 
Record of Surviving Garments 
 
 
Catalogue Number: QA1 
Object Name: Bodice, skirt and accessories 
Description: Mulberry velvet and oyster satin bodice trimmed with gold lace and 
white chiffon.  Ruched satin sleeves decorate with bands of gold lace.  Jeweled 
rosettes decorate the sleeves. Collar of gold lace and diamante studs over a 
white chiffon ground.  Skirt with same embellishment.  Cap, hairnet, sleeves also 
survive. 
 
Date: 1871; remodelled 1874 
Maker: Possibly Mme Elise, London 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 
Provenance: Originally part of Museum of London Collection 
Condition: Good, although some shattering to lining silk 
Other details: Worn originally by Alexandra as Mary Queen of Scots to the 
Waverley Ball in 1871 and then remodeled, possibly by Mme Elise for the 
Marlborough House Ball in 1874 when Alexandra chose a Venetian courtier as 
her costume.  Apparently bears the label of Elise, Regent St. although it was not 
visible to me on my first visit. 
 
Associated Items: QA2.b – Skirt, Humming bird fan – Royal Collection 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA2 
Object Name: Bodice 
Date: 1897 
Maker: Madame Duboc, London 
Description: Lilac silk satin ground overlaid with net.  Sleeves of net decorated 
with applied lace flowers.  Bodice net decorated wit bolder floral pattern and 
applied foils in circular and leaf motifs.  Centre of floral motifs decorated with a 
diamante stud.  High ruched net collar.  Ruched silk waistband. RH fastening 
with hooks and eyes down shoulder seam to waist.  Net puffed at shoulders.  
Under bodice of ribbed silk with button fastenings.  Skirt with same 
embellishments also survives. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 
Provenance:  
Condition: Fair, satin added and net yellowed 
Other details: Label reads Madame Duboc, 8 Clifford St, New Bond St. W, By 
Special Appointment To HRH Princess of Wales. According to the Museum of 
London catalogue, this may be the dress Alexandra wore for the Queen’s 1897 
Jubilee parade. 
 
Associated Items:  
Bibliographic Links: London Museum Catalogue No. 5 – Costume, 1946. 
 
Images: 
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Catalogue Number: QA3 
Object Name: Bonnet 
Date: 1863 
Maker: Unknown 
Description: Shallow bonnet of white net on a wire frame, trimmed with swans 
down.  Orange blossom trim at back of crown.  Blue/green velvet supporting 
band inside crown.  Two cream satin streamers, one on either side, seven inches 
wide. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 
Provenance: 
Condition: Fragile 
Other details: Alexandra’s ‘going away’ bonnet, worn as she left Windsor for 
honeymoon at Osborne House.  No makers label. There are images that survive 
of the couple leaving Windsor but they are very blurred and it is not possible to 
get a clear picture of the bonnet. 
 
Associated Items: N/A 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA4 
Object Name: Bonnet 
Date: 1863 
Maker: Unknown 
Description: Tall bonnet made from layers of cream chiffon, trimmed with blond 
lace of leaf motifs.  Spray of silk roses and rosebuds applied to top centre of 
bonnet above the face.  Smaller spray of the same attaché behind at the top of 
the crown. Inner art of the peak decorated with ruched blond framing the face.  
Black velvet support band around top of the inside.  Two wide satin ties. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 
Provenance: 
Condition: Fair 
Other details: Worn on Alexandra’s arrival at Gravesend for her marriage.  
Captured in the painting by Henry Nelson O’Neil. 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA5 
Object Name: Dress 
Date: Early 1900s? 
Maker: Unknown 
Description: Cream chiffon printed with strong purple naturalistic design of 
leaves and berries.  Lace trim at neck, bottom half o sleeves and two panels on 
the front of the skirt with a swagged effect at the bottom of the skirt.  Skirt bottom 
is also trimmed with purple satin.  Lining of cream silk satin.  Ruched sleeves.  
The print is very striking particularly on the bottom third of the skirt.  The design 
pales as it moves up towards the bodice. 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 2006.06 
Provenance: The dress was donated by the descendants of a launderer living in 
Westbourne Grove.  The dress was stained and so Queen Alexandra apparently 
told them to keep the garment. 
Condition: Lining badly shattered 
Other details:  The curators were happy to accept the provenance since the 
measurements matched those which can be verified for Alexandra during this 
period.  It may be worth trying to find out more about this launderer or indeed the 
way in which the clothes were laundered generally. 
 
Associated Items: None 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA6 
Object Name: Camisole 
Date: c.1900 
Maker: Unknown, hand made 
Description: Fine cream coloured linen, trimmed round neck and arm holes with 
cream coloured French bobbin lace, the centre of which with holes through which 
to thread narrow ribbon.  Rounded neckline; sleeveless.  At centre front just 
below lace trimming, a small crown embroidered in self coloured thread.  Hand 
made. 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.201/1 
Provenance: Part of the Sinclair collection 
Condition: Good.  Some staining. 
Other details: Transferred from Gosport Museum.  Donated by Marjorie 
Whitehouse, daughter of Bessie Sinclair who was dresser to Queen Alexandra. 
 
 
Associated Items: 1994.201/2 
Bibliographic Links: 
 
Images: 
   	 ﾠ
	 ﾠ 	 ﾠ 273	 ﾠ
 
 
Catalogue Number: QA7 
Object Name: Camisole 
Date: c.1900 
Maker: Unknown, hand made 
Description: Fine cream coloured linen, trimmed round neck and arm holes with 
cream coloured French bobbin lace, the centre of which with drawstring.  
Rounded neckline; sleeveless.  At centre front just below lace trimming, a small 
crown embroidered with self coloured thread.  Hand made. 
 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.201/2 
Provenance: Part of the Sinclair collection 
Condition: Good 
Other details: Transfer – see previous notes 
 
 
Associated Items: 1994.201/1 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA8 
Object Name: Coronation Robe 
Date: 1902 
Maker: Ede & Ravenscroft, London 
Description: Made from purple silk velvet, lined ermine powdered ermine tails 
and ermine border.  Cape of same.  Decorated over surface with applied Royal 
Crowns executed in gilt and silver metal thread and silver studs.  Inner border 
with embroidered centre of acorns and oak leaves intertwined with crosses and 
fleurs de lys, executed in gilt metal thread with metal beads.  On either side, 
braids of purple silk and gilt metal thread, the outer with appliquéd gilt metal 
Tudor roses; the inner border woven of purple and gilt metal threads with 
couched line of bright gilt metal thread, arched; the points of the arches with 
Tudor roses and fleurs de lys made of gilt metal thread and applied inside inner 
border.  Base of train embroidered with rose tree, shamrocks and thistles, 
springing from the Saxon Crown with fleurs de lys at the roots.  Culminating Star 
of India and Royal Crown of 1902 executed in gilt metal threads and metal 
beads.  Two pairs of bullion cordons with tassels at the front edge of the robe.  
Two brass hooks at collar to attach robe.  Hand stitched. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.210 
Provenance: Museum of London Transfer 
Condition: Velvet patched and shedding, tarnished gilt beads missing, cordons 
tarnished and unraveling in places. 
Other details: The old Museum of London number was 33.214/2 
 
Associated Items:1994.50, 212/1-2, L 576/1-2 (QA9, QA10 & QA11) 
Bibliographic Links: ‘Coronation Costume 1685-1953’ London Museum 
catalogue 
 
Images: 
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Catalogue Number: QA9.1 
Object Name: Bodice 
Date: 1902 
Maker: Morin Blossier (reads Thorin Blossier in KP catalogue which is incorrect) 
Description: Gold lame covered in cream silk net, embroidered sparsely over 
surface with sprays of flowers in silver and gilt metal wire thread with tiny gilt 
metal spangles at intervals over surface.  Lined in cream colored silk.  Standing 
‘Van Dyck’ collar, the edge wired and covered n gilt metal lace studded with 
faceted clear paste gems in claw settings, gilt metal beads and spangles.  Each 
point of the collar is ornamented with a large imitation pearl.  Décolleté neckline, 
cut straight across at front.  Sleeves of cream coloured net embroidered as 
bodice edged with gold metal lace; unlined.  Each gathered into sleeve head and 
ruched at armpit with a long wing trailing down.  Bodice with pointed front, cut 
with central panel of lined gold coloured silk (replacement) fastening to one side, 
beneath seam, hooks and loops worked with cream coloured silk thread.  
Fastening additionally beneath panel with laces (missing), threaded through 
small worked eyelet holes.  Drawstring encased cream silk binding inside edge 
below collar.  Boned, the boning encased in cream silk ribbon.  Cream coloured 
corded silk belt at inside waist woven with maker’s name, fastening with two pairs 
of brass hooks and eyes.  Hand made 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.212/2 
Provenance: Museum of London Transfer 
Condition: Conserved (need to check the details of this with KP) 
Other details: Old Museum of London number 33.214/1 
 
Associated Items: 1994.50,210,212/1, L 576/1-2 (QA8, QA10, QA11) 
Bibliographic Links: ‘Coronation Costume 1685-1953’ Museum of London 
 
Images: 
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Catalogue Number: QA9.2 
Object Name: Skirt 
Date: 1902 
Maker: Morin Blossier (KP catalogue reads Thorin Blossier which is incorrect) 
Description: Gold lame, covered with a loose overskirt of cream coloured net 
embroidered with sprays of flowers over surface, the decoration concentrated in 
vertical panels and round edges, and tiny gilt metal spangles at intervals over 
surface.  Lower edge trimmed with gold lace.  Lined with gold coloured silk 
(replacement).  ‘A’ line cut, flaring out to greater width at hem, trained.  Vent at 
centre back both over and underskirt, the underskirt fastening with metal hooks 
and eyes worked over in cream coloured thread and the overskirt with finer metal 
hooks and loops worked in cream coloured thread.  Hand made. 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.212/2 
Provenance: Museum of London Transfer 
Condition: Conserved  
Other details: Old Museum of London number 33.214/1 
 
Associated Items: 1994.50, 210, 212/1, L 576/1-2 (QA8, QA9, QA11) 
Bibliographic Links: ‘Coronation Costume 1685-1953’, London Museum 
catalogue 
 
Images: 
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Catalogue Number: QA10 
Object Name: Gold Lace Rubbing 
Date: 1902 
Maker: Ede & Ravenscroft 
Description: Brown paper rubbing of the gold lace for Queen Alexandra’s cape.  
Rubbing of the edge of the cape taken in black wax which was used as a basuc 
patterns showing application of the ermine.  Black ink handwritten details of cape 
requirements and colour, length etc. 
 
 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1989.15 
Provenance: Gift – possibly from Ede & Ravenscroft 
Condition: Creased but otherwise sound 
Other details: No labels other than the handwriting. 
 
 
 
Associated Items: The other coronation garments (QA8, QA9 & QA11) 
Bibliographic Links: ‘Coronation Costume 1685-1953’ London Museum 
catalogue 
 
Images: 
   	 ﾠ
	 ﾠ 	 ﾠ 278	 ﾠ
 
 
Catalogue Number: QA11 
Object Name: Gloves 
Date: 1902 
Maker: Unknown 
Description: Elbow length made of white kid leather.  Shaped gauntlet cuff, 
embroidered with trailing floral and foliate motifs in gilt metal wire thread.  Top 
edge embroidery scalloped, delineated gilt metal spangles.  Vent in one side of 
gauntlet, bound in purple velvet as is top edge with a ‘V’ shaped purple velvet 
gusset.  Laced across gusset with twisted gilt metal cord terminating in two tiny 
tassels.  Lacing thread through loops worked in button hole stitch in purple silk 
thread set in join between binding and gusset.  Cypher surmounted by Royal 
Crown embroidered on the back of the hand in gilt metal wire thread.  Vent at 
inside wrist fastened with three mother of pearl buttons and corresponding button 
holes.  Gauntlet cuff lined with ivory silk satin; remainder lined with fine ivory silk 
tricot. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.50 
Provenance: Museum of London Transfer 
Condition: See conservation report in KP 10/3/1994 
Other details: Old Museum of London number 33.214/3 
 
Associated Items: 1994.210, 212/1-2, L576/1-2 (QA8, QA9, QA10) 
Bibliographic Links: ‘Coronation Costume 1685-1953’ London Museum 
catalogue 
 
Images: 
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Catalogue Number: QA12 
Object Name: Sampler 
Date: 1800-1900 
Maker: Unknown 
Description: Samples of Danish folk weaving techniques stitched together to 
form long strips, each with a small piece of paper attached, an explanation 
written by hand in black ink in Danish.  Cream coloured cotton fringes at each 
end. 
 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1995.14 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Good 
Other details: Transfer.  The notes that accompanied the samples were 
translated and the translator notes that they were probably made as pattern 
pieces for Alexandra to copy, early on as Princess. 
 
 
 
Associated Items: 1994.164-207 
Bibliographic Links: 
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Catalogue Number: QA13 
Object Name: Newspaper clipping 
Date: Not given 
Maker: Not applicable 
Description: Clipping concerning the visit of Queen Alexandra to her old 
dresser, Bessie Sinclair.  Beginning portion of the article is missing. 
 
 
 
 
 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1999.210 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Torn and discoloured 
Other details: 
 
 
 
 
 
Associated Items: 1999.129-209, 211-353 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA14 
Object Name: Sample of fabric 
Date: Not given 
Maker: Unknown 
Description: Stitched to orange card board folder with red cotton thread, two 
samples of fabric on one side; cerise satin with brocaded flowers in cream 
coloured and gilt metal thread.  Pinned to it is a piece of lined white paper with 
the words ‘Material cuttings of Court Gowns’ written on it by had in blue ink.  On 
the other side a folded sample of yellow silk satin brocaded flowers in silver metal 
thread.  Loose piece of paper, torn included with the words ‘Queen Alexandra’s 
Court Gowns’ written on it by hand in blue ink. 
 
 
 
 
 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.206/3 
Provenance: Sinclair Collection, Gosport Museum. 
Condition: Fair 
Other details: The samples were included in the donation by Marjorie 
Whitehouse to Gosport Musem, of her mother’s collection.  Her mother was 
Bessie Sinclair, dresser to Alexandra. 
 
 
 
 
Associated Items: 1994.164-206/2; 207 
Bibliographic Links: 
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Catalogue Number: QA15 
Object Name: Samples of Fabric 
Date: Not given 
Maker: Unknown 
Description: tacked to orange card board folder with red cotton thread, three 
samples of fabric. 1) Ground woven with metal and mauve silk thread printed 
with roses. 2) Cream coloured silk gros grain brocaded with large poppies. 3) 
Ivory silk satin with self coloured corded silk stripe brocaded with carnations in 
silver and gilt metal thread.  Loose piece of orange paper included with pin, the 
words ‘Royal court dress material Samples’ written on it by hand in blue ink.  
Folder with the words ‘Material Used for Court Gowns About 70 years old Queen 
Alexandra 1970’ written in coloured ink by hand. 
 
 
 
 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.207 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Good 
Other details: 
 
 
 
 
Associated Items: 1994.164-206/3 
Bibliographic Links: 
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Catalogue Number: QA16.1 
Object Name: Bodice 
Date: 1894 
Maker: Mme Fromont, Rue de la Paix, Paris 
Description: Back and sleeves made of purple (faded to grey) silk satin, printed 
with small black dots; pleated lower edge back.  Under bodice of grey silk taffeta, 
the front covered in ivory silk satin, stitched to under bodice and gathered centre 
front, over which panel pale brown needlepoint lace either side of the centre front 
closure, style of which is 17
th century with large scale floral and foliate motifs.  At 
front lower edge, shaped panel black silk moiré, pleated decoratively.  High collar 
made of grey silk taffeta covered in black silk moiré with deep vertical pleats, a 
narrow frill of black silk gauze at top edge, fastening centre back with three metal 
hooks and eyes, enameled black over which decorative bow of black silk moiré.  
‘Leg of mutton’ sleeves, lined in ivory corded silk, gathered in at shoulder, the 
fullness above elbow stitched into decorative folds and pleats.  Tighter below 
elbow tapering to narrow cuff consisting of panels vertically stitched together 
alternately black silk moiré and black silk satin.  Vent cuff fastening above cuff 
three tiny self covered buttons with corresponding loops worked button hole 
stitch in grey silk thread.  Fastening centre front of 13 buttons covered in grey silk 
taffeta and corresponding worked button holes.  Additional hook and eye 
fastenings at edges.  Lower edge bound in ivory silk.  Belt at inside stitched 
centre back woven with makers name in gold letters. 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.194/1 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Very fragile – see notes 
Other details: The outfit was worn by Princess Alexandra to the Christening of 
her grandson David, future Edward VIII. 
 
Associated Items: 1994.164-193; 194/2-207 (QA16.2) 
Bibliographic Links: 
 
Images: 
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Catalogue Number:  QA16.2 
Object Name:  Skirt 
Date:  1894 
Maker:  Mme Fromont, Rue de la Paix, Paris 
Description:  Purple (faded to grey) silk satin printed with small black spots.  
Lined throughout grey silk taffeta with narrowly pleated dust frill (9.5cm wide), the 
edges raw.  Waistband of grey silk taffeta.  Seamed either side of panel centre 
front and at centre back with seams slanting obliquely to lower edge on either 
side.  Pocket set into seam at right hand side; grey silk pocket bag.  ‘V’ shaped 
gore inserted at centre back to lower edge (45.7cm long).  Short vertical darts 
from waistband at front.  Lower edge ornamented multiple self frill (6.1cm wide) 
consisting five separate frills, graded, each frill with minutely rolled edge.  
Fullness of fabric gathered in either side centre back to form train at back.  Vent 
centre back (35.5cm long) fastening metal hook and loop encased button hole 
stitch worked in grey thread.  Two metal hooks at waist on left hand side vent, 
single eye at right.  Inside skirt elastic loop and pair of ivory silk ribbons to secure 
correct fall with fashionable flat front and trained back.  Hand made. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.194/2 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Fragile.  Stained. Areas of wear and some holes and shattering 
Other details: Worn to the Christening of the Prince of Wales (David) future 
Edward VIII 
 
 
Associated Items: 1994.164-194/1; 195-207 
Bibliographic Links: 
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Catalogue Number: QA17 
Object Name: Nightdress 
Date: Circa 1900 
Maker: Unknown 
Description: Fine cream coloured linen.  Trimmed front and cuffs with band of 
broderie anglaise embroidery and two frills of French bobbin lace; the small stand 
collar with an applied band of broderie anglaise and edged with a single frill of 
lace.  Mid length, the fullness at the back gathered into yoke, gores set in at side 
seams.  Long sleeves, the fullness gathered into a band of broderie anglaise 
above frills.  Front ornamented as detailed above with additional vertical rows of 
fine pintucks either side of the frills centre front.  Three horizontal rows of 
pintucks above hem.  Opening (40.2cm long) at centre front, fastening four small 
self covered buttons and corresponding worked button holes.  Cypher of Queen 
Alexandra surmounted by Royal Crown embroidered in self coloured thread 
below opening.  Hand made. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.196 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Fabric yellowed; some stains.  Lace worn in places. 
Other details:  Transfer – see previous notes 
 
 
Associated Items: 1994.164-195; 197-207 
Bibliographic Links: 
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Catalogue Number: QA18 
Object Name: Nightdress 
Date: Circa 1900 
Maker: Unknown 
Description: Fine cream coloured linen.  Trimmed front and cuffs with band of 
broderie anglaise embroidery and two frills of French bobbin lace; the small stand 
collar with an applied band of broderie anglaise and edged with a single frill of 
lace.  Mid length, the fullness at the back gathered into yoke, gores set in at side 
seams.  Long sleeves, the fullness gathered into a band of broderie anglaise 
above frills.  Front ornamented as detailed above with additional vertical rows of 
fine pintucks either side of the frills centre front.  Three horizontal rows of 
pintucks above hem.  Opening (40.2cm long) at centre front, fastening four small 
self covered buttons and corresponding worked button holes.  Cypher of Queen 
Alexandra surmounted by Royal Crown embroidered in self coloured thread 
below opening.  Hand made. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.197 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Poor.  Fabric yellowed and stained, torn and general wear. 
Other details:  Transfer – see previous notes 
 
 
Associated Items: 1994.164-196; 198-207 
Bibliographic Links: 
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Catalogue Number: QA19 
Object Name: Nightdress 
Date: Circa 1900 
Maker: Unknown 
Description: Fine cream coloured cotton.  Trimmed front and cuffs with band of 
broderie anglaise embroidery, cuffs threaded through with pale blue silk ribbon 
tied in bows and two frills of French bobbin lace; the small stand collar with an 
applied band of broderie anglaise threaded through with pale blue silk ribbon tied 
in a bow and edged with a single frill of lace.  Mid length, the fullness at the back 
gathered into yoke, gores set in at side seams.  Long sleeves, the fullness 
gathered into a band of broderie anglaise above frills.  Front ornamented as 
detailed above with additional vertical rows of fine pintucks either side of the frills 
centre front.  Three horizontal rows of pintucks above hem.  Opening (43.2cm 
long) at centre front, fastening four small self covered buttons and corresponding 
worked button holes.  Cypher of Queen Alexandra surmounted by Royal Crown 
embroidered in self coloured thread below opening.  Hand made. 
 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.198 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Badly discoloured, stained, small rip and button missing 
Other details: Transfer – see previous notes 
 
Associated Items: 1994.164-197; 199-207 
Bibliographic Links: 
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Catalogue Number: QA20 
Object Name: Stocking 
Date: Circa 1900 
Maker: Unknown 
Description: Black silk tricot with black cotton sole and lining to top.  Decorative 
clock at ankle.  Seamed at centre back.  Zig zag pattern around top.  Below 
reinforced part at top there is the number ‘48’. 
 
 
 
Measurements: Length: 28 ½” (72.2cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.175 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Discolouration to cotton sole 
Other details: Transfer – see previous notes 
 
Associated Items: 1994.164-174/9; 176-207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA21 
Object Name: Stockings 
Date: Circa 1900 
Maker: French 
Description: Black silk tricot knitted in decorative lace pattern at calf, seamed 
centre back.  Turned over at top with cream silk tabs to attach suspenders 
stitched on by hand in cream coloured silk thread.  Under cuff, the word ‘Paris’ 
and, on other stocking, the number ‘112’. 
 
 
Measurements: Length: 26 1/8” (26.6cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.176 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Good.  Hole at heel of one stocking and some darns in black silk. 
Other details: Transfer – see previous notes 
 
 
Associated Items: 1994.164-175; 177-207 
Bibliographic Links: 
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Catalogue Number: QA22 
Object Name: Bag 
Date: Circa 1900 
Maker: Unknown 
Description: Black silk satin decorated with applied lace, open work and cut 
steel beads arranged like small sprigs over surface.  Ornamental fringe of small 
jet beads, the tops of which are woven in a lattice pattern.  Stitched to the silver 
mount is a decorated raised border of leaves.  Hinged, closing twist knob clasp.  
Handle made of black silk moiré ribbon knotted to ring either side of the mount, 
the ends of which terminate in two small rosettes, decorated with black metallic 
rocaille beads.  Remains of silvery grey corded silk lining and narrow mauve and 
yellow silk binding round inside edges. 
 
 
 
Measurements: Depth with fringe: c.14” (35.5cm) 
                           Depth without fringe: 7 ¾” (19.75cm) 
                           Width at mount: 5 ½” (14cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.177 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Fragile.  Lining has shattered and not much of it remains.  
Other details: Transfer – see previous notes 
 
 
Associated Items: 1994.164-176; 178-207 
Bibliographic Links: 
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Catalogue Number: QA23 
Object Name: Bow 
Date:  
Maker: Unknown 
Description: Ivory silk moiré with self coloured silk fringes (10” 25.3cm).  On one 
streamer above fringe, the initial ‘A’ excuted from gilt metal thread, decorated 
with small stones, surmounted by a crown raised and executed likewise in gilt 
metal thread, the Cap of Maintenance and border embroidered in coloured silk 
threads, ornamented with gilt metal spangles.  The other streamer, with Coat of 
Arms executed in silk thread, gilt metal thread, appliquéd red velvet, gilt metal 
wire and spangles.  Tacked to back of bow, left side, piece of white card, with the 
words ‘sash for bouquet of/flowers Russia <sic>/Queen Alexandra’s, written by 
hand in green ink. 
 
 
 
 
 
Measurements: Length 37 ¼ “ (94.5cm) Width across bow: 25 ¾ “ (65.3cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.179 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Very soiled, worn at edges, one fringe held by a pin 
Other details: Transfer – see previous notes. 
 
 
Associated Items: 1994.164-178; 180-207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA24 
Object Name: Gloves 
Date: Circa 1900 
Maker: Givry, V 
Description: Pair of bracelet gloves made in fine brown suede.  Pointing at back 
of hand.  Vent at wrist, fastened with three brown shell buttons and 
corresponding bound button holes.  Hand finished. 
 
 
 
 
 
 
 
Measurements: Length 14 3/8” (36.5cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.180/1 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Good, some creasing 
Other details: Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-179; 181-207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA25 
Object Name: Gloves 
Date: Circa 1900 
Maker: Givry, V 
Description: Pair of bracelet gloves made in fine brown suede.  Pointing at back 
of hand.  Vent at wrist, fastened with two brown shell buttons and corresponding 
bound button holes.  Hand finished. 
 
 
 
 
 
 
 
Measurements: Length 14 1/4” (36.2cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.180/2 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Generally creased.  Small hole in RH seam.  Button missing LH 
Other details: Transfer – see previous notes.  Left glove printed in glove ‘V. 
Givry’.  Beneath this, further illegible detail 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-179; 181-207 
Bibliographic Links: 
 
Images: 
   	 ﾠ
	 ﾠ 	 ﾠ 294	 ﾠ
 
 
Catalogue Number: QA26 
Object Name: Gloves 
Date: Circa 1900 
Maker: Alexandrine, Paris 
Description: Wrist length gloves.  Made of cream coloured glace kid leather.  
Thick pointing at the back of hand executed in self coloured silk thread.  Cuff 
hemmed. Vent wrist, fastening with three mother of pearl buttons and 
corresponding bound button holes.  At inside edge of the vent there is a narrow 
strip of white linen to secure the buttons.  Hand finished. 
 
 
 
 
 
 
Measurements: Length; 11 ½” (29cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.181/1 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Possibly unworn, leather creased. 
Other details:  Transfer – see previous notes. Stamped inside right glove 
‘Gants/Alexandrine/10 Rue ?/ Paris’ (The mark is faded and difficult to read). 
Stamped inside right glove ‘6 3/4’. 
 
 
 
Associated Items: 1994.164-180; 182/2-207 
Bibliographic Links: 
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Catalogue Number: QA27 
Object Name: Gloves 
Date: Circa 1900 
Maker: Unknown 
Description: Pair of wrist length gloves.  Made of cream coloured glace kid 
leather.  Thick pointing on back of hand in self coloured silk thread.  Vent at wrist 
fastened with a pair of metal press studs with ivory coloured tops. 
 
 
 
 
 
Measurements: Length; 9 ¾” (24.7cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.181/2 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Creased 
Other details: Transfer – see previous notes.  The number ‘FSP Y219’ written 
inside both gloves by hand in black ink. 
 
 
 
Associated Items: 1994.164-181/1; 182-207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA28 
Object Name: Stockings 
Date: Circa 1900 
Maker: Unknown 
Description: A pair in black silk tricot, each with self-coloured embroidered 
clock.  Seamed centre back  Feet cut off.  Cuff at top with the letters ‘MF’ and 
below it on one stocking two small motifs each of four small holes, with three on 
the other.  Each with pair of cream coloured cotton tabs to attach suspenders, 
stitched on by hand. 
 
 
 
 
Measurements: Length; 2 ¾” (73cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.186 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Poor.  Laddered. 
Other details: Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-185; 187-207 
Bibliographic Links: 
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Catalogue Number: QA29 
Object Name: Chemise 
Date: Circa 1900 
Maker: Unknown 
Description: Cream coloured muslin, trimmed top edge with two frills of self 
coloured French bobbin lace, (1 ½” 3.7cm and 2 ¼” 5.6cm deep), the deeper with 
area for threading drawstring ribbon.  Trimmed edge hem self coloured bobbin 
lace, (3/4” 2.2cm wide).  Above trim at lower edge, six rows of fine horizontal pin 
tucks.  Strapless.  Embroidered at centre front, 2” 5.1cm from edge), with the 
cipher of Queen Alexandra, surmounted by Royal Crown, executed in self 
coloured thread.  Hand made. 
 
 
 
Measurements: Length at centre back; 36 ½” (92.7cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.203/1 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Some discolouration and small holes 
Other details: Transfer – see previous notes 
 
 
 
 
Associated Items: 1994.164-202; 204-207 
Bibliographic Links: 
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Catalogue Number: QA30 
Object Name: Chemise 
Date: Circa 1900 
Maker: Unknown 
Description: Cream coloured muslin, trimmed top edge with two frills of self 
coloured French bobbin lace, (1 ½” 3.7cm and 2 ¼” 5.6cm deep), the deeper with 
area for threading drawstring ribbon.  Trimmed edge hem self coloured bobbin 
lace, (3/4” 2.2cm wide).  Above trim at lower edge, six rows of fine horizontal pin 
tucks.  Strapless.  Embroidered at centre front, 2” 5.1cm from edge), with the 
cipher of Queen Alexandra, surmounted by Royal Crown, executed in self 
coloured thread.  Hand made. 
 
 
 
Measurements: Length at centre back; 36 ½” (92.7cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.203/2 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Some discolouration, mended in places, two pairs at back 
Other details: Transfer – see previous notes 
 
 
 
 
Associated Items: 1994.164-202; 204-207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA31 
Object Name: Chemise 
Date: Circa 1900 
Maker: Unknown 
Description: Fine cream coloured linen.  Neck centre front opening and 
armholes trimmed with cream coloured bobbin lace, with shaped lace insertions 
over bust at front, ¾” 2cm wide.  Pale blue silk satin bow at centre front collar.  
Embroidered with small crown in self coloured thread to right hand side closure 
just below edging to collar.  Three horizontal rows of fine pin tucks just above 
hem.  Opening at centre front 12 ½” 31.7 cm long fastened with four small self 
covered buttons and corresponding button holes.  Square neckline; sleeveless; 
shaped at waist, tapering at lower edge.  Hand made. 
 
 
 
Measurements: Length, centre back; 34 ½” 87.5cm 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.205 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Fragile, badly torn at back 
Other details: Transfer – see previous notes 
 
 
 
Associated Items: 1994.164-204; 206,207 
Bibliographic Links: 
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Catalogue Number: QA32 
Object Name: Fabric Sample 
Date:  
Maker: Unknown 
Description: Cerise silk satin brocade patterned flowers in cream and gilt metal 
thread.  Pieces stitched together, formerly part of a dress. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: Across: 23” 58.4cm 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.206/1 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Some seams coming apart 
Other details: Transfer – see previous notes 
 
 
 
 
Associated Items: 1994.164-205; 2062-207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA33 
Object Name: Bag 
Date:  
Maker: Unknown 
Description: Drawstring bag made from fabric samples.  On one side cerise silk 
satin brocaded flowers in cream silk and gilt metal thread, the other ivory silk 
satin with self coloured corded silk stripe and brocaded carnations in silver and 
gilt metal thread.  Drawstring made of twisted ivory silk thread.  Inside edge 
bound in cream coloured silk taffeta. 
 
 
Measurements: Length; 10” 25.3cm Width; 7 ¼” 18.3cm 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.206.2 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Creased.  Taffetta bindings shattered 
Other details: Transfer –see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-205; 206/2 & 3; 207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA34 
Object Name: Bodice 
Date: Circa 1900 
Maker: Unknown 
Description: Mauve silk taffeta, covered in ivory Brussels cotton lace, patterned 
with large floral motifs.  Cut with rounded décolleté neckline to taffeta under 
bodice, a separate shaped piece of lace to include high collar 2 7/8” 7.3cm high, 
stitched to main body of garment at centre front and back, the shoulder wings 
loose.  Collar with tiny frills arranged in horizontally place rows, made of mauve 
silk gauze with similar outlining shaped contours shoulder wings.  Leg of mutton 
sleeves, mauve taffeta lining ending at elbow, the cuffs with rounded edges 
trimmed with delicate ivory gauze frill, fastening at the wrist with two small 
buttons worked in ribbon.  Fastening asymmetrically with metal hooks and eyes 
with some loops worked in ivory silk thread.  Three (one missing) metal hooks 
attached inside lower edge.  Boned inside bodice, the bones in self casings.  
Neck, waist and fastenings of main body of garment self bound.  Collar lightly 
boned, casings worked in ivory silk thread.  Cotton sweat pads at inner under 
arms.  Piece of white card stitched in self coloured thread.  Hand made. 
 
Measurements: Bust 27 ½” 69.8cm Waist 24 ½” 62.2cm Length centre back 19 
¼” 48.9cm Length centre front 17 5/8” 44.6cm 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.166 
Provenance: Sinclair Collection, Gosport Museum 
Condition: Good.  Mauve taffeta has faded.  Sweat pads soiled. 
Other details: Transfer – see previous notes 
 
 
 
Associated Items: 1994.164, 165; 167-207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA35 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linen.  The border printed with narrow red 
stripes ½” 1.2cm wide.  In one corner, the cipher of Queen Alexandra, 
surmounted by a Royal Crown, embroidered by hand in red and white thread.  
Hand made. 
 
 
 
Measurements: 15 ¼” x 15 ¾” (38.5cm x 40cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/1 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Fragile.  Lines where it has been folded 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/2-9; 175-207 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA36 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linenedged with self coloured Valenciennes 
lace 1 ¼” 3.2cm wide.  In one corner, the cipher of Queen Alexandra, 
surmounted by a Royal Crown, embroidered by hand in self coloured thread.  
Hand made. 
 
 
 
Measurements: 12 ¼” x 12 ¾” (31.1cm x 31.4cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/2 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Fragile.  Tears in several places where lace has come away. 
Creased 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/1-9; 175-207 
Bibliographic Links: 
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Catalogue Number: QA37 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linen with fine self coloured lace edging ¾” 
2cm wide.  Two rows of self coloured embroidered vine leaves form inner border 
1 3/8” 3.4cm wide.  Rounded corners; in one the cipher of Queen Alexandra, the 
cross of the ‘A’ a Royal Crown, embroidered by hand in self coloured thread.  
Hand made. 
 
 
 
Measurements: 15 ¾” x 15” (40cm x 38.1cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/3 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Fragile.  A few stains and creases from folding. 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/1-9; 175-207 
Bibliographic Links: 
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Catalogue Number: QA38 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linen with black border for mourning ½” 1.2 
cm wide.  In one corner the cipher of Queen Alexandra, surmounted by a Royal 
Crown, embroidered by hand in black and white thread.  Hand made. 
 
 
 
Measurements: 14” x 13 ¾” (35.5cm x 34.9cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/4 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Fragile.  Worn at edges.  Staining from iron mould over surface.  
Creases from folding. 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/1-9; 175-207 
Bibliographic Links: 
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Catalogue Number: QA39 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linen with narrow black border ¼” 0.6cm wide.  
Inner border raised of self coloured stripes, within which narrow printed black 
border for mourning.  In one corner cipher of Quen Alexandra, surmounted by a 
Royal Crown, embroidered by hand in cream coloured thread.  Hand made. 
 
 
 
Measurements: 12 ¾” x 12 ½” (32.3cm x 31.8cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/5 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Creased from folding.  Yellow discolouration to fabric 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/1-9; 175-207 
Bibliographic Links: 
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Catalogue Number: QA40 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linen printed with black inner borcer for 
mourning 3/8” 1cm wide.  In one corner, cipher of Queen Alexandra surmounted 
by Royal Crown, embroidered by hand in black thread.  Hand made. 
 
 
 
Measurements: 15 1/8” x 15 ¼” (38.2cm x 38.5cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/6 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Deep creases from folding.  Black border has run and stained linen. 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/1-9; 175-207 
Bibliographic Links: 
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Catalogue Number: QA41 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linen printed with black inner border for 
mourning ¼” 0.6cm wide.  In one corner, cipher of Queen Alexandra surmounted 
by Royal Crown, embroidered by hand in black and white thread.  Hand made. 
 
 
 
Measurements: 15 5/8” x 15” (39.6cm x 38.1cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/7 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Fragile.  Linen discoloured with iron mould.  Worn with some tearing. 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/1-9; 175-207 
Bibliographic Links: 
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Catalogue Number: QA42 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linen printed with black inner border for 
mourning 3/8” 1cm wide.  In one corner, cipher of Queen Alexandra surmounted 
by Royal Crown, embroidered by hand in black thread.  Hand made. 
 
 
 
Measurements: 14 7/8” x 14 7/8” (38.8cm x 38.8cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/8 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Fragile.  Fabric starting to wear along border.  Creased from folding. 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/1-9; 175-207 
Bibliographic Links: 
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Catalogue Number: QA43 
Object Name: Handkerchief 
Date: Circa 1901 
Maker: Unknown 
Description: Fine cream coloured linen printed with black border for mourning 
and two rows of finer black lines forming inner border.  In one corner the cipher of 
Queen Alexandra surmounted by Royal Crown, embroidered by hand in black 
thread.  Hand made. 
 
 
 
Measurements: 12 ¼” x 12 ½” (31.1cm x 31.8cm) 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 1994.174/9 
Provenance: Sinclair Collection, Gosport Musum 
Condition: Fragile.  Fabric starting to wear along border.  Some tears.  Fabric 
discoloured and creasing where folded. 
Other details:  Transfer – see previous notes 
 
 
 
 
 
 
 
 
Associated Items: 1994.164-173; 174/1-9; 175-207 
Bibliographic Links: 
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Catalogue Number: QA44 
Object Name: Gown 
Date: 1902 
Maker: Henriette Favre, Rue de la Paix, 5 
Description: Mauve sequin and tulle gown of solid sequin embroidery with 
ribbon and bow-knot motifs in deeper mauve.  Chiffon and taffeta underskirts with 
pleated flounces at hem; bodice with square cut neck and puffed sleeves with 
lace flounce. 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum, New York 
Museum Number: 37.44.1 
Provenance: Gift of Miss Irene Lewisohn.  Part of 1937 Soden auction, New 
York, Lot No 37 
Condition: 
Other details: Worn by Queen Alexandra during the Coronation year, 1902.  
Part of the Soden auction in New York, 1937, lot number 37. 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA45.1 & 2 
Object Name: Gown 
Date: 1902 
Maker: No label 
Description: Mauve chiffon and purple sequin gown.  Black tulle embroidered all 
over with graduated purple sequins, mauve chiffon underdress on a satin 
foundation; separate bell shaped skirt with train, pointed bodice with square cut 
neck and collar, and short bell sleeves. 
 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum, New York 
Museum Number: 37.44.2 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of 1937 Soden auction, New 
York, Lot No 29 
Condition: Not given 
Other details: Worn by Alexandra during the Coronation year, 1902.   
 
 
 
 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Exhibition: Immoderate Style, 1993/1994 Met. Mus. 
Catalogue of the 1937 auction of Queen Alexandra’s clothes at the Anderson 
Gallery, New York, belonging to Mr Samuel Soden. 
 
Images: 
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Catalogue Number: QA46.1&2 
Object Name: Riding Coat 
Date: c.1905 
Maker: Morin Blossier, Paris 
Description: Embroidered black velvet riding coat and hat.  Coat with flared skirt 
and three-quarter puffed sleeves, high lace collar, jabot and cuffs; embroidered in 
gold and appliqué silks with floral borders and mock pockets.  Black velvet hat 
trimmed with pink and black ostrich plumes. 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum, New York 
Museum Number: 37.44.3 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of 1937 Soden auction, New 
York, Lot No 30 
Condition: Not given 
Other details: Other label reads ‘Her Majesty Queen Alexandra’.   
NB – Although described as a riding coat by the museum, its style and 
embellishment is too lavish to be a practical riding garment so may be 
fancy dress but impossible to know for sure at this stage. 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden. 
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Catalogue Number: QA47.1&2 
Object Name: Cap and velvet stand 
Date: 1901-1911 
Maker: Possibly home made? 
Description: Embroidered black velvet cap with miniatures of the royal family.  
Black velvet embroidered in gold and silver and inset with fifteen circular 
miniature coloured photographs of the royal family; on blue velvet stand.  Silk. 
 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum, New York 
Museum Number: 37.44.4 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of 1937 Soden auction, New 
York, Lot No 15 
Condition: Not given 
Other details: Miniatures consist of; top of hat – Queen Mary, with five of her six 
children and around the side, Prince Albert, Queen Victoria, Edward, Alexandra, 
George V, Princesses Louise, Victoria and Maud.  Sounds similar to some of the 
items featured in Frances Dimond’s book. 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Frances Dimond, Developing the Picture. Catalogue of the 
1937 auction of Queen Alexandra’s clothes at the Anderson Gallery, New York, 
belonging to Mr Samuel Soden 
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Catalogue Number: QA48 
Object Name: Coat 
Date:  
Maker: Dieulafait & E. Bouclier, Paris 
Description:  Embroidered white silk faille coat.  Beaded and fringed 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI: 37.44.5 
Provenance: Gift of Miss Irene Lewisohn.  Part of the 1937 Soden Auction in 
New York, Lot No 17 
Condition: 
Other details: 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden. 
 
Images:  
   	 ﾠ
	 ﾠ 	 ﾠ 318	 ﾠ
 
 
Catalogue Number: QA49 
Object Name: Petticoat 
Date: 1875-1925 
Maker: 
Description: White petticoat of suede, velvet and taffeta. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI. 37.44.6 
Provenance: Gift of Miss Irene Lewisohn.  Part of the 1937 Soden auction, New 
York, Lot No 18 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA50 
Object Name: Petticoat 
Date: 
Maker: 
Description: Mauve satin petticoat with lace flounce. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.7 
Provenance: Gift of Miss Irene Lewisohn.  Part of the 1937 Soden auction, New 
York, Lot No 18 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA51 
Object Name: Mantle 
Date: 1860-1863 
Maker: Jays, London 
Description: White silk and lace wrap; short mantle of white silk faille with 
insertions and vandyked borders of guipure lace; trimmed with silk cording at the 
neck. 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.8 
Provenance: Gift of Miss Irene Lewisohn.  Part of the 1937 Soden auction, New 
York 
Condition: 
Other details: Recorded as forming part of Princess Alexandra’s trousseau. 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA52.1,2,3 & 4 
Object Name: State Gown 
Date: 1904 
Maker: Morin Blossier; embroidery from India  
Description: Black tulle appliqué embroidered with an all over design of curling 
silver floral branches, the blossoms heightened with gold; black satin foundation.  
Separate bell-form skirt with train, hem with tulle flounces; two pointed bodices 
with puffed sleeves of tulle pique with sequins.  Together with long detachable 
state train with similar embroidered border and tulle ruching. 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.9a-d 
Provenance: Gift of Miss Irene Lewisohn.  Part of the 1937 Soden Auction, New 
York, Lot No 38 
Condition: 
Other details: The catalogue card notes that the gown and train were 
embroidered especially by the wives of all the ruling princes of India and 
presented to Queen Alexandra on her Coronation.  It was worn for one of the 
courts April 23 1904. 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Lady Curzon Papers, British Library – details of a dress 
which matches this description, including a letter from Alexandra herself writing 
about it. Catalogue of the 1937 auction of Queen Alexandra’s clothes at the 
Anderson Gallery, New York, belonging to Mr Samuel Soden. 
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Catalogue Number: QA53 
Object Name: Coat 
Date: 1860-1863 
Maker: 
Description: Danish white wool and lamb driving coat with wide borders and 
deep collar of white lamb; trimmed with gold braid and frogs; lined with light 
yellow taffeta. 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.10 
Provenance: Gift of Miss Irene Lewisohn.  Part of the 1937 Soden auction, Lot 
No 45 
Condition: 
Other details: 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA54.1&2 
Object Name: Boots 
Date:1860-1863 
Maker: 
Description: Pair of white satin boots with low heels and elastic insets. 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.11 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of the 1937 Soden auction, New 
York, Lot No 53 
Condition: 
Other details: 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA55.1&2 
Object Name: Shoes 
Date: 1860-1863 
Maker: 
Description: Pair of bronze kid slippers with beaded toes and lace rosettes. 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.12 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of the 1937 Soden action, New 
York, Lot No 58. 
Condition: 
Other details: 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
 
Images:  
   	 ﾠ
	 ﾠ 	 ﾠ 325	 ﾠ
 
 
Catalogue Number: QA56.1&2 
Object Name: Shoes 
Date:  
Maker: 
Description: Pair of blue sequin embroidered black satin slippers. 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.13 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of 1937 Soden auction, New 
York, Lot No 65 
Condition: 
Other details: 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA57.1&2 
Object Name: Shoes 
Date: 1860-1863 
Maker: 
Description: Pair of white satin slippers with low heels and ribbon and lace 
rosettes. 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.14 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of 1937 Soden auction, New 
York, Lot No 66 
Condition: 
Other details: 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA58.1&2 
Object Name: Gloves 
Date: 1860-1863 
Maker: 
Description: Pair of white kid gloves. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.15 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of 1937 Soden auction, New 
York, Lot No 66 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA59.1&2 
Object Name: Shoes 
Date: 1887 
Maker: 
Description: Pair of embroidered black satin slippers with crowned inscription 
reading Jubilee and dated 1887. 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.16 a&b 
Provenance: Gift of Miss Irene Lewisohn.  Part of 1937 Soden auction, New 
York. Lot No 6 
Condition: 
Other details: Related to Queen Victoria’s Golden Jubilee of 1887. 
 
 
Associated Items: CI.37.44.1-24.  QA59.3&4 Stockings 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA59.3&4 
Object Name: Stockings 
Date: 1887 
Maker: 
Description: Pair of silk stockings, embroidered open work. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.16 c&d 
Provenance: Gift of Miss Irene Lewisohn. Part of 1937 Soden auction, New 
York, Lot No 6 
Condition: 
Other details: Related to Queen Victoria’s 1887 Golden Jubilee of 1887. 
 
 
 
 
 
 
 
 
Associated Items: CI.37.44.1-24.  QA59.1&2 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA60.1&2 
Object Name: Shoes 
Date: 
Maker: 
Description: Pair of mauve satin slippers with beaded toes and bows. 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.17.a&b 
Provenance: Gift of Miss Irene Lewisohn, part of 1937 Soden auction, New 
York, Lot No 8 
Condition: 
Other details: 
 
 
 
 
Associated Items: CI.37.44.c&d, CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA60.3&4 
Object Name: Stockings 
Date: 
Maker: 
Description: Pair of openwork silk stockings, matching QA60.1&2 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.17.c&d 
Provenance: Gift of Miss Irene Lewisohn, part of 1937 Soden auction, New 
York, Lot No 8 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: CI.37.44.17.a&b, CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA61 
Object Name: Bashlik 
Date: 1860s 
Maker: 
Description: Scarlet bashlik with gold embroidery. 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.18 
Provenance: Gift of Miss Irene Lewisohn, part of 1937 Soden auction, New 
York, Lot No 17 
Condition: 
Other details: 
 
 
 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
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Catalogue Number: QA62.1&2 
Object Name: Shoes 
Date: 1870s 
Maker: 
Description: Pair of white satin slippers, hand painted with toes and bows, 
painted with pink roses and forget-me-nots. 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.19.a&b 
Provenance: Gift of Miss Irene Lewisohn, part of 1937 Soden auction, New 
York, Lot No 52 
Condition: 
Other details: 
 
 
 
Associated Items: CI.37.44.19.c&d, CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
 
Images:  
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Catalogue Number: QA62.3&4 
Object Name: Stockings 
Date: 1870s 
Maker: 
Description: Pair of white silk stockings. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.44.19.c&d 
Provenance: Gift of Miss Irene Lewisohn, part of 1937 Soden auction, New 
York, Lot No 52 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: CI.37.44.a&b, CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
 
Images: 
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Catalogue Number: QA63 
Object Name: State Gown 
Date: 1907 
Maker: 
Description: One piece gown with train and scarf sleeves, pale yellow net, 
appliqué-embroidered with gold tissue flowers, tissue bands under tulle, and gold 
sequins and bugles, pale yellow satin and chiffon foundations. 
 
 
 
 
Measurements: 
Location: Metropolitan Museum of Art, New York 
Museum Number: CI.37.94 
Provenance: Purchased for $45 by the Little Rogers Fund, part of the 1937 
Soden auction, New York, Lot No 33 
Condition: 
Other details: Made for Queen Alexandra and worn at Buckingham Palace in 
1907 on the occasion of the State visit of the German Kaiser in November.  Also 
worn on the King’s birthday; amongst others the guests were the Princess Royal, 
Duke of Connaught, Queen of Norway, the German Emperor, Prince of Wales, 
Princess of Wales, Princess Patricia, Princess Victoria, Prince Johann of Saxony, 
Prince Olaf, Grand Duchess Vladimir and the Queen of Portugal. 
 
Associated Items: CI.37.44.1-24 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
 
Images:  
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Catalogue Number: QA64  
Object Name: State Gown 
Date: 1905 
Maker: Morin Blossier 
Description: One piece Princess style gown, low square neck, short puffed 
sleeves, short bolero over the bodice, skirt extending into a long train at the back.  
Cream satin elaborately embroidered in panels with garlands and sprays of laurel 
leaves in gold thread, gold sequins and rhinestones.  Bodice and sleeves 
trimmed with net.  Stiffly boned. 
Measurements: 
Location: Royal Ontario Museum, Toronto 
Museum Number: 942.12.2 
Provenance: Gift of Lieutenant-Colonel James W. Flanagan, part of 1937 Soden 
auction, New York, Lot No 16 
Condition: 
Other details: Worn by Queen Alexandra at the wedding of the Grand Duchess 
Xenia, daughter of Csar Alexander II, Peterhof Palace, according to the 1937 
catalogue.  However, Xenia was married in 1894, so this is problematic. 
 
 
 
Associated Items: 942.12.3.A-B, 942.12.4; CI.37.44.1-24 (Met, New York) 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
 
Images: 
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Catalogue Number: QA65 
Object Name: State Gown 
Date: 1903 
Maker: Morin Blossier 
Description: Two piece dress in pale yellow satin with applied design of mauve 
orchids (iris’s according to Soden catalogue), inserts of chiffon, sequins, 
diamante and beads.  Low shaped neck, short sleeves, tight fitting pointed 
bodice hooked down the back.  Gored skirt fitted over the hips and spreading out 
into a long train. 
Measurements: 
Location: Royal Ontario Museum, Toronto 
Museum Number: 942.12.3.A-B 
Provenance: Gift of Lieutenant-Colonel James W. Flanagan, part of 1937 Soden 
auction, New York, Lot No 31 
Condition: 
Other details: In the donor remarks, there is information that this may have been 
worn at a state ball given for President Loubet of France in 1903 (see ILN July 
1903) and also may be the gown worn by Alexandra in a portrait afer Fildes in 
the rotunda of the senate, Ottawa (see letter from E.L.R. Williamson, June 12 
1958) 
 
Associated Items: 942.12.2, 942.12.4 & CI.37.44.1-24 (Met, New York) 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
 
Images: 
             
 
 
   	 ﾠ
	 ﾠ 	 ﾠ 338	 ﾠ
 
 
Catalogue Number: QA66 
Object Name: State Gown 
Date: 1902 
Maker:  
Description: Blue satin foundation entirely covered with blue net heavily 
embroidered with beads and sequins in gold and silver.  Low square neck, elbow 
length sleeves, long waisted, bodice boned and hooked at the back, full skirt. 
 
 
 
Measurements: 
Location: Royal Ontario Museum, Toronto 
Museum Number: 942.12.4 
Provenance: Gift of Lieutenant-Colonel James W. Flanagan, part of 1937 Soden 
auction, New York, Lot No 21 
Condition: 
Other details: Says it was worn at King Edward’s Coronation, but this needs 
some work, as clearly it was not the gown she wore on the day.  Could it be 
Victoria’s or do the measurements tally with Alexandra’s in which case it was 
worn at another time or later in the day perhaps. 
 
 
Associated Items: 942.12.2, 942.12.3.A-B & CI.37.44.1-24 (Met, New York) 
Bibliographic Links: Catalogue of the 1937 auction of Queen Alexandra’s 
clothes at the Anderson Gallery, New York, belonging to Mr Samuel Soden 
 
Images: 
 
 
   	 ﾠ
	 ﾠ 	 ﾠ 339	 ﾠ
 
 
Catalogue Number: QA67 
Object Name: Cloak 
Date: Problematic! 
Maker: unknown 
Description: Pink velvet unlined cloak fastening centre front with large pewter 
coloured plain buttons.  Trimmed with a now tarnished silver spangled galloon 
around the edges.  Deep falling collar down centre back 
 
 
 
 
Measurements: 
Location: Royal Ontario Museum, Toronto 
Museum Number: 
Provenance: Purchased by Col. Flanagan at the New York auction of 1937. 
Condition:  Velvet and buttons in reasonably good condition but the trim is very 
fragile and is shedding spangles. 
Other details: 
 
 
 
Associated Items: 
Bibliographic Links:  Catalogue from New York auction 1937 
 
Images: 
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Catalogue Number: QA68 
Object Name: Ball Gown 
Date: c.1863 
Maker: Mme Elise 
Description: Four piece tartan ball gown consisting of bodice, underskirt, 
paniered overskirt and belt.   
 
 
 
 
Measurements: 
Location: Royal Ontario Museum, Toronto 
Museum Number: 
Provenance: Purchased by Col. Flanagan at the New York auction of 1937. 
Condition:  Reasonably good condition.  Fabric is robust and no shattering of 
the silk 
Other details: Very similar to the tartan dress in the Fashion Museum, Bath.  
The underskirt fabric and trim is identical to the bodice in Bath.  Seems they are 
related in some way. 
 
Associated Items: 
Bibliographic Links:  Catalogue from New York auction 1937 
 
Images: 
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Catalogue Number: QA69 
Object Name: Shoes 
Date: unknown 
Maker: Dufossee 
Description: White kid leather shoes covered with pale blue silk.  Small heel.  
Cutwork decoration and square toe. 
 
 
 
 
Measurements: 
Location: Royal Ontario Museum, Toronto 
Museum Number: 
Provenance:  
Condition:  Reasonably good condition.  Fabric is robust and no shattering of 
the silk 
Other details:  
 
Associated Items: 
Bibliographic Links:   
 
Images: 
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Catalogue Number: QA70 
Object Name: Fancy Dress 
Date: 1897 
Maker: Morin Blossier? 
Description: White satin dress trimmed with pearls and coloured sequins.  No 
label, but fabric and design very similar to that of Queen Maud whose was made 
at Morin Blossier. 
 
 
Measurements: Bust 37 ½ inches; Waist 21 ½ inches 
Location: Museum of London, London 
Museum Number: 33.201 
Provenance: 
Condition: 
Other details: Worn by Queen Alexandra as Margaret of Valois at the 
Devonshire House Ball in 1897. 
 
 
Associated Items: 66.93 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA71 
Object Name: Half Mourning Dress 
Date: 1911 
Maker: Henriette Favre 
Description: Two piece dress – bodice of black and white twilled silk lined with 
white silk; high neck with boned lace collar; lace vest; elaborately made with 
bodice lining fastening centre front under puffed and pleated silk with vertical 
trimming of black lace and white lace; pleated waist band; inside waistband 
fastening with hooks and eyes and stamped ‘Henriette Favre, Rue de la Paix, 5’; 
long sleeves, top half of silk with black lace and velvet trimming; lower half white 
lace with chiffon lining.  Skirt, black and white twilled silk lined with white silk. 
Made in six flared sections alternating with black lace insertions; black silk ribbon 
trimming, black lace insertions at hem; silk lined with frill and extra chiffon frill 
edged with black velvet ribbon at hem; lining attached only at waist. 
 
Measurements: Shoulder to waist 15’’; waist 27’’ 
Location: Museum of London, London 
Museum Number: 66.93 
Provenance: 
Condition: 
Other details: 
 
Associated Items: 33.201 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA72 
Object Name: Bedroom Slipper 
Date: 
Maker: 
Description: Bedroom slipper 
 
 
 
Measurements: 
Location: Museum of London, London 
Museum Number: 58.89 
Provenance: 
Condition: One slipper missing! 
Other details: 
 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA73 
Object Name: Quilted Slippers 
Date: 
Maker: 
Description: Quilted slippers 
 
 
Measurements: 
Location: Museum of London, London 
Museum Number: 54.125/1a-c 
Provenance: 
Condition: 
Other details: 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA74 
Object Name: Evening Dress 
Date: c.1890-1900 
Maker:  
Description: Evening dress of white silk chiffon with silver sequins and Brussels 
lace trimmings. 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.1 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: Altered 
Other details: 
 
 
 
Associated Items: 54.48.5,6,7,8,11,12,22,24,29,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA75 
Object Name: Evening Dress 
Date: c.1890-1900 
Maker: 
Description: Evening dress of mauve silk satin embroidered with silver Lovers’ 
Knots, crystal beads. 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.5 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: Altered 
Other details: 
 
Associated Items: 54.48.1,6,7,8,11,12,22,24,29,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA76 
Object Name: Nightgown 
Date: 
Maker: 
Description: Nightgown 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.6 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: 
 
 
Associated Items: 54.48.1,5,7,8,11,12,22,24,29,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA77 
Object Name: Chemise 
Date: c.1890-1910 
Maker: 
Description: Fine cambric chemise, trimmed with bobbin lace and tucks. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.7 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: 54.48.1,5,6,7,8,11,12,22,24,29,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA78 
Object Name: Stockings 
Date: c.1890-1910 
Maker: 
Description: Pair of black silk stockings, embroidered with red roses. 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.8 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: 54.48.1,5,6,7,8,11,12,22,24,29,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA79 & 80 
Object Name: Handkerchiefs 
Date: 
Maker: 
Description: Two plain handkerchiefs 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.11&12 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: 54.48.1,5,6,7,8,22,24,29,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA81 
Object Name: Shawl 
Date: 
Maker: 
Description: Fine black wool shawl 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.22 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: Worn by Queen Victoria and later Queen Alexandra 
 
 
 
 
 
 
 
 
Associated Items: 54.48.1,5,6,7,8,11,12,24,29,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA82 
Object Name: Bouquet Holder 
Date: 
Maker: 
Description: Gilt metal bouquet holder 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.24 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: 54.48.1,5,6,7,8,11,12,22,29,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA83 
Object Name: Purse 
Date: 
Maker: 
Description: Purse with pearl trim 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.29 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: Given by Queen Alexandra to Miss Phyllis Swallow, head of the 
Royal Nursery. 
 
 
 
 
 
 
 
 
Associated Items: 54.48.1,5,6,7,8,11,12,22,24,52,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA84 
Object Name: Veil Cases 
Date: 
Maker: 
Description: Veil cases 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements:  
Location: Liverpool Museums 
Museum Number: 54.48.52 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: 54.48.1,5,6,7,8,11,12,22,24,29,60&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA85 
Object Name: Slippers 
Date: 
Maker: 
Description: Pair of silk bedroom slippers 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.60 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: Embroidered by Queen Alexandra’s dresser, Mrs. Graves 
 
 
 
 
 
 
 
 
Associated Items: 54.48.1,5,6,7,8,11,12,22,24,29,52&66 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA86 
Object Name: Cake 
Date: 1863 
Maker: 
Description: Piece of wedding cake! 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Liverpool Museums 
Museum Number: 54.48.66 
Provenance: Part of the Nunn Trust; a charitable trust set up by Mrs Rosalie 
Nunn Faulkner who was the niece of a Mrs Dodds, Queen Alexandra’s 
housekeeper. 
Condition: 
Other details: Cake from the marriage of Edward and Alexandra, March 10 1863 
 
 
 
 
 
 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA87 
Object Name: Dress 
Date: c.1870 
Maker: Mme Elise 
Description: Dress, tartan ballgown consisting of a cream silk underskirt and 
bodice trimmed with a narrow red ribbon and a tartan overdress. 
 
Measurements: 
Location: The Fashion Museum, Bath 
Museum Number: BATMC 1.17.10 
Provenance: 
Condition: 
Other details: Very similar in detailing to the tartan ball gown now in the Royal 
Ontario Museum, Toronto dating to c.1863. 
 
 
Associated Items: BATMC 1.17.11,12,13,14,22 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA88.1&2 
Object Name: Bodice and skirt 
Date: c.1893 
Maker: Morin Blossier 
Description: Bodice and skirt, lilac ribbed silk.  Plain, unembellished skirt.  
Bodice has velvet trim and beaded fringe attached.  However the beading was 
attached in the 1960s by the museum in a bid to make it more regal. 
 
 
Measurements: 
Location: The Fashion Museum, Bath 
Museum Number: BATMC 1.17.11 
Provenance: 
Condition: 
Other details: 
 
 
Associated Items: BATMC 1.17.10,12,13,14,22 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA89 
Object Name: Jacket 
Date: c.1890s 
Maker: Vernon 
Description: Yachting jacket of cream serge.  Double breasted, with plain 
mother of pearl buttons. 
 
Measurements: 
Location: The Fashion Museum, Bath 
Museum Number: BATMC 1.17.12 
Provenance: 
Condition: 
Other details: 
 
Associated Items: BATMC 1.17.10,11,13,14,22 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA90 
Object Name: Waistcoat 
Date: c.1890s 
Maker: Busvine 
Description: Waistcoat, cream hopsack weave with a red spot 
 
 
Measurements: 
Location: The Fashion Museum, Bath 
Museum Number: BATMC 1.17.13 
Provenance: 
Condition: 
Other details: Two very similar waistcoats are in the collection at the FIDM 
Museum, Los Angeles.  Also Busvine and from the same source via Doris 
Langley Moore. 
 
 
Associated Items: BATMC 1.17.10,11,12,14,22 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA91  
Object Name: Dress 
Date: c.1910 
Maker: Doeuillet 
Description: Dress of purple silk overlaid with purple chiffon and embellished 
heavily with gold spangles and metal thread embroidery. 
 
Measurements: 
Location: The Fashion Museum, Bath 
Museum Number: BATMC 1.17.14 
Provenance: 
Condition: 
Other details: The embroidery is reminiscent of zardozi work from India – a 
feature which Alexandra liked and which appeared on garments she ordered via 
Lady Curzon. 
 
Associated Items: BATMC 1.17.10,11,12,13,22 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA92 
Object Name: Skirt 
Date: c.1908 
Maker: 
Description: Skirt, fragmented with pieces that look like they are missing and no 
lining.  Metal thread embroidery embellishment. 
 
 
 
 
Measurements: 
Location: The Fashion Museum, Bath 
Museum Number: BATMC 1.17.22 
Provenance: 
Condition: Very poor – lots missing, fragmented unlined, no fastening. 
Other details: 
 
 
 
Associated Items: BATMC 1.17.10,11,12,13,14 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA93 
Object Name: Dress 
Date: c.1900 
Maker: 
Description: Evening dress of white satin, beaded decoration on bodice and 
vertical beaded panels on skirt. 
 
Measurements: 
Location: Private Collection, London 
Museum Number: 
Provenance:  
Condition: The dress has undergone significant alteration, in particular the 
bodice, for its second incarnation as a wedding dress in 1944.  IT is now in a 
fragile state. 
Other details: This dress was purchased from an auction at the Queensbury 
Club in London in 1944 for the sum of £300.  It was donated to the auction by the 
band leader Jack Hylton, and was described as an evening dress that had 
belonged to Queen Alexandra.  The winning bid of £300 came from a man whose 
name I do not as yet know, but he bought t for his sister to wear as a wedding 
dress.  She had the dress altered to fit her and remodeled the bodice to fit a 
more fashionable silhouette.  She kept the dress and it remains at her home in 
London.  There is a possibility that it was one of the gowns in the 1937 Soden 
auction, since Jack Hylton was in America on tour in 1937. 
 
Associated Items: 
Bibliographic Links: 
 
Images:  
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Catalogue Number: QA94 
Object Name: Jacket 
Date: c.1914 
Maker: Geo. Poland & Son; (“By Special Appointment Geo Poland & Son 
Manufacturing Furriers 190 Oxford Street London W”) 
Description: Jacket of black embroidered cloth with a fur collar 
 
 
 
 
 
 
 
 
Measurements: 
Location: The National Museum of Art, Architecture and Design, Oslo 
Museum Number: O.K.37-1962 
Provenance: Gift of the Norwegian Royal Family 
Condition: 
Other details: Donated to the museum by the royal family in 1962 with a piece of 
paper attached, on which was written, ‘A 5(?) Her Majesty Queen Alexandra 20
th 
Mch. 1914.’ 
 
 
 
 
 
 
 
 
Associated Items: O.K. 258-1991 A-C 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA95. 1,2 & 3 
Object Name: Bodice and skirt with matching cape. 
Date: c.1893 
Maker: Morin Blossier 
Description: Bodice, skirt and matching cape.  The skirt is of purple chiffon with 
lace decoration, a bodice/jacket in purple velvet and chiffon with gold and silver 
embroideries and a cape in dark purple velvet. 
 
 
 
 
 
 
Measurements: 
Location: The National Museum, Oslo 
Museum Number:  
Provenance: 
Condition: 
Other details: The accession card says that this garment was in a box with 
fancy dress outfits but was known to have belonged to Queen Alexandra. 
 
 
 
 
 
 
 
 
Associated Items: BATMC 1.17.10,12,13,14,22 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA96 
Object Name: Dress 
Date: 
Maker: 
Description: Dress with silk underbodice and skirt overlaid with linen lace.  The 
skirt has another layer of transparent silk under the lace, and the bodice (under 
the lace) has a layer of net embroidered with silver sequins and appliqués of 
embossed velvet roses with leaves (this stops at about the level of the armpits 
front and back – above that the lace is backed with cream chiffon). 
 
Measurements: 
Location: Museum of Fine Arts, Boston 
Museum Number: 44.139 
Provenance: Part of the Elizabeth Day Cormick textile collection 
Condition: Possibly altered but little known about the object to be sure 
Other details: There are two labels attached to the dress.  One is cloth sewn in 
with lines for No. and Dt. Printed in purple ink and numbers written in ink as 
follows: No. 5498, Dt. 19/7/28.  The other is a paper label, written in ink ‘This is 
the property of the late Queen Alexandra’.  There are no other clues as to 
provenance 
 
Associated Items: 
Bibliographic Links: 
 
Images:  
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Catalogue Number: QA97 
Object Name: Drawers 
Date: c.1890-1900 
Maker: 
Description: White linen split drawers with Valenciennes lace and tucks, white 
embroidered crown over 2 “A”s 
 
 
Measurements: 
Location: Kent State University Museum, Ohio 
Museum Number: 1983.1.1072 
Provenance: Part of the Silverman/Rodgers Collection 
Condition: 
Other details: Anne Bissonnette, the curator, told me that the founders of the 
collection, Shannon Rodgers and Jerry Silverman, collected mostly through 
auction houses and dealers in the 1970s and 1980s in New York and London.  
There are no other details regarding provenance and both men have since died 
so the information is lost. 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA98 
Object Name: Dress 
Date:  
Maker: 
Description: Dress of black silk taffeta and pale blue silk chiffon with applied 
silver sequins. 
 
Measurements: 
Location: Canadian War Museum, Ottawa 
Museum Number: 
Provenance: Donation – see below for additional information 
Condition: 
Other details: The donor informed the museum that the dress was acquired the 
dress as a token of appreciation for their participation in a fund raising auction 
sometime in 1941 for British War Relief.  The donor indicated that it was included 
in a consignment of 40-50 items sent from the UK for the auction and his parents 
were both involved in its organization.  His father was a customs broker and his 
mother a New York City fashion publicity consultant.  Measurements and the 
quality of the dress would be required in order to assess its likely origins. 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA99 
Object Name: Boots 
Date: c.1880 
Maker: Gundry & Sons, London  
Description: Pair of women’s nine button barette above ankle boots, of turnshoe 
construction with round toes and covered knock on heels.  The boots consist of 
ivory silk satin uppers featuring a seam centre front and back, short vamp, 9 
pairs of ruched bars to button centre front with ball shaped buttons, buttonholing 
machined.  The slightly curved top dips at all sides and all edges are bound 
except the seams.  The uppers are decorated with a double bow stitched at the 
throat.  The uppers are lined with fawn grosgrain.  The heels are covered with the 
same silk satin and are nailed on the round edge.  The leather sole originally 
featured a cream finish 
 
Measurements: 
Location: The Powerhouse Museum, Sydney 
Museum Number: H4448-88 
Provenance: 
Condition: 
Other details: Maker on insole, printed paper label in the shape of an animal hie, 
brown text beneath coat of arms, within brown border, “GUNDRY & 
SONS/MAKERS/TO THE QUEEN/THE PRINCESS OF WALES/AND ROYAL 
FAMILY/1 SOHO SQUARE/LONDON” on lining LH quarter of right boot, printed 
in script, ‘Gundry/1 Soho Square/W, number on outsole, scratched into leather, 
“741 7/7 (illeg.)” 
 
Associated Items: H4448-517 & H3866 & H6525 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA100 
Object Name: Boots 
Date: 1880 
Maker: Gundry &Sons, London 
Description: Pair of women’s 6 button calf boots of rand construction with 
rounded square toes and covered Louis heels.  The uppers consist of black 
patent closed tab ‘shoe’ with black quilted silk facing and leg, featuring six pairs 
of worked button holes and buttons, inverted V wide grosgrain lace, zig zag lace 
holes, curvy top to leg.  The ‘shoe’ features four rows of punching around edge 
and a scalloped edge.  The upper is machine closed.  The uppers are lined in 
blue grosgrain silk, the sock is not visible.  The black leather heel features white 
stitching and brass nailed top piece.  The sole features black kid over cork and 
leather, with platform tread, white forepart finish, tan waist, black edge, and white 
fiddle finish breast. 
 
 
 
 
 
 
 
Measurements: 
Location: The Powerhouse Museum, Sydney 
Museum Number: H4448-517 
Provenance: 
Condition: 
Other details: There is a number written on the outsole in red biro, ‘519’.  The 
museum has a file written by June Swann, in the form of a special report. 
 
 
 
 
 
 
 
 
Associated Items: H4448-88, H3866 & H6525 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA101 
Object Name: Petticoat 
Date: 1863 
Maker: 
Description: Hand embroidered petticoat.  Interesting design around lower third. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: The Powerhouse Museum, Sydney 
Museum Number: H3866 
Provenance: Purchased in 1936 
Condition: 
Other details: Part of Queen Alexandra’s wedding trousseau. 
 
 
 
 
 
 
 
 
Associated Items: H4448-88, H4448-517, H6525 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA102 
Object Name: Handkerchief 
Date: Late 19
th century 
Maker: 
Description: Embroidered muslin handkerchief with lace edging.  Embroidered 
with very fine Ayrshire needlework in design of the Prince of Wales feathers with 
a thistle and rose embroidered border.  Applied bobbin lace border in similar 
design and shallow scalloped edge. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 440X440mm 
Location: The Powerhouse Museum, Sydney 
Museum Number: H6525 
Provenance: Purchased 1959 
Condition: 
Other details:  
 
 
 
 
 
 
 
 
Associated Items: H4448-88, H4448-517 & H3866 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA103.1&2 
Object Name: Dress 
Date: c1908 
Maker: 
Description: Two piece dress of silk net with hand sewn gold coloured sequins 
trimmed with cotton lace.  The net overlaid on a cream silk satin foundation and 
cream silk chiffon. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Bunka Gakuen Costume Museum, Tokyo 
Museum Number: 03850.1&2 
Provenance: Private donor, whose details the museum is not at liberty to 
divulge, other than that it was acquired in 1990 from a European owner. 
Condition: Poor 
Other details: The museum was happy with the provenance and with the other 
empirical details, that it was indeed a garment associated with Queen Alexandra.  
The bodice of the dress was subject to conservation work in 2000 at the Textile 
Conservation Centre, Winchester, carried out as the final dissertation subject of 
Mamiko Matsumura. 
 
 
Associated Items: 03851 
Bibliographic Links: Mamiko Mutsumura, ‘The conservation of a bodice c.1908 
associated with Queen Alexandra: treating a multi-layered, boned garment with 
tin-weighted silk’, (TCC 2557.1) 2000 
 
Images: 
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Catalogue Number: QA104 
Object Name: Dress 
Date: c.1900 
Maker:  
Description: One piece dress of cream silk satin with chiffon and net overlay. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Bunka Gakuen Costume Museum, Tokyo 
Museum Number: 03851 
Provenance: See QA103 
Condition: Poor 
Other details: See QA103 
 
 
 
 
 
 
 
 
Associated Items: 03850.1&2 
Bibliographic Links: Mamiko Mutsumura, ‘The conservation of a bodice c.1908 
associated with Queen Alexandra: treating a multi-layered, boned garment with 
tin-weighted silk’, (TCC 2557.1) 2000 
 
Images: 
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Catalogue Number: QA105 
Object Name: Dress 
Date: c.1906 
Maker: Henriette Favre 
Description: Grey blue silk chiffon dress in several layers with a cream-coloured 
undergown.  Embroidered with sequins and square beads.  Sequins made of 
gelatin with a mirrored layer on one side. 
 
Measurements: 
Location: The National Museum, Denmark 
Museum Number: 3267-1956 
Provenance: Given by Queen Alexandra to one of her ladies-in-waiting who 
moved back to Denmark and subsequently gave the gown to the museum 
Condition: 
Other details: 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA106.1 
Object Name: Bodice 
Date: 1863 
Maker: Original maker Mrs James, remodeled by Mme Elise 
Description: White silk satin woven with silver weft.  Flounces of Honiton lace 
attached along neckline and over sleeve cuffs.  Ruched netting centre front (later 
addition) 
 
Measurements: 7 Inches across waistband 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 
Provenance:  
Condition: Has been altered although the fabric and lace are original 
Other details: Worn by Princess Alexandra on her wedding day – March 10 
1863 
 
 
Associated Items: QA106.2 
Bibliographic Links: Maas J, The Prince of Wales’ Wedding, Marschner J, 
Royal Wedding Dresses 
 
Images: 
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Catalogue Number: QA106.2 
Object Name: Skirt 
Date: 1863 
Maker: Original maker Mrs James, remodeled by Mme Elise 
Description: Skirt of silk satin moiré woven with silver weft.  Trained.  Lining of 
brown silk.  Band of Brussels lace attached to inside hem.  Some horizontal 
gathering to centre front of skirt but otherwise unadorned. 
 
 
Measurements: 42 inches from waistband to hem 
Location: Royal Ceremonial Dress Collection, Kensington Palace 
Museum Number: 
Provenance: 
Condition: Skirt remodeled, possibly out of original train 
Other details: Worn by Princess Alexandra for her wedding March 10 1863.  
The skirt was quickly remodeled by the dressmaker Mme Elise, possibly to 
augment her trousseau 
 
 
Associated Items: QA106.1 
Bibliographic Links: Maas J, The Prince of Wales’ Wedding, Marschner J, 
Royal Wedding Dresses 
 
Images: 
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Catalogue Number: QA107 
Object Name: Blouse 
Date: 1860s 
Maker: unknown 
Description: Blue wool blouse with white trim.  Inner waistband attached at CB, 
strings continue around to CF waist but are not attached causing the blouse to 
fall free.  Sleeves very 1860s.  Hand made and lined in china silk.  Maternity? 
 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number: L2011.13.31 
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details: The curators have noted that the mannequin is way to large for it, 
hence the suggestion it might have been a maternity blouse. 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
 
   	 ﾠ
	 ﾠ 	 ﾠ 380	 ﾠ
 
 
Catalogue Number: QA108. 1&2 
Object Name: Bodice and matching jacket 
Date: c.1900 
Maker: unknown 
Description: White linen bodice with cutwork.  Matching jacket 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number: L2011.10.8 
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details:  
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA109.1&2 
Object Name: Jacket & blouse 
Date: Late 1860s 
Maker: unknown 
Description: Cream cashmere jacket and blue silk blouse as part of a matching 
set. 
 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number: L2011.13.32 
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details:  
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA110 
Object Name: Jacket  
Date: Late 1890s 
Maker: Vernon 
Description: Cream wool jacket with cream braid 
 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number: L2011.13.27 
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details: A letter in the collection explains that the skirts for these were cut 
up by a later owner to make other clothes. 
 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA111 
Object Name: Jacket  
Date: c.1900 
Maker: Vernon 
Description: Cream wool cropped jacket with cream braid and metallic trim. 
 
 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number: L2011.13.28 
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details: A letter in the collection explains that the skirts for these were cut 
up by a later owner to make other clothes. 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA112 & 113 
Object Name: Stockings – two pairs  
Date:  
Maker: unknown 
Description: No other description available at this time. 
 
 
 
 
 
 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number:  
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details:  
 
 
 
 
 
 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA114 
Object Name: Waistcoat 
Date:  
Maker: unknown but possibly Busvine 
Description: Cream wool waistcoat with black woven spot and metallic buttons 
CF 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number: L2011.13.30 
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details: Matches the other waistcoat in this collection and the Busvine 
waistcoat at the Fashion Museum, Bath. 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA115 
Object Name: Waistcoat 
Date:  
Maker: Busvine 
Description: Cream wool waistcoat with black woven spot and metallic buttons 
CF 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number: L2011.13.29 
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details: Matches the other waistcoat in this collection and the Busvine 
waistcoat at the Fashion Museum, Bath. 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA116 
Object Name: Dolman 
Date:  
Maker: Dieulefait & Bouclier 
Description: Buff cloth short evening coat with open sleeves, brown and gold 
soutache braid embroidery. 
 
 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number: L2011.13.29 
Provenance: Part of the Helen Larsson collection 
Condition: 
Other details:  
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA117 
Object Name: Afternoon/dinner Dress 
Date: 1890s 
Maker:  
Description: Velvet and figured silk dinner dress in shades of pink and green.  
Large leg of mutton velvet sleeves with falling lace cuffs and silk skirt. 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number:  
Provenance:  
Condition: 
Other details:  
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA118 
Object Name: Evening dress 
Date: 1900s 
Maker:  
Description: Cream silk evening dress embellished with embroidered and 
beaded fruits. 
 
Measurements: 
Location: Fashion Institute of Design Merchandising, Los Angeles 
Museum Number:  
Provenance:  
Condition: 
Other details:  
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA119 
Object Name: Fabric samples 
Date: unknown 
Maker: unknown 
Description: Two fabric samples attached to a document written by Mrs Giltrap, 
Alexandra’s dresser.  Cerise figured silk satin and yellow figured silk satin in floral 
designs. 
 
Measurements: 
Location: The Royal Archive, Windsor 
Museum Number: RA QM-PRIV-CC58-168 
Provenance: 
Condition: 
Other details: The fabric matches the samples in the Royal Ceremonial Dress 
Collection, Kensington Palace – see QA14 
 
 
 
Associated Items: QA14 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA120 
Object Name: Evening Dress 
Date: c.1900 
Maker: Maison Laferriere 
Description: Figured cream satin, decorated with imitation pearls, diamantes 
and spangles. 
 
 
Measurements: 
Location: Victoria & Albert Museum, London 
Museum Number: T.282&A-1974 
Provenance: Gift of Lady Lloyd 
Condition: Net is a modern replacement 
Other details: 
 
Associated Items: T.53-1927 & T.77-1939 
Bibliographic Links: Four Hundred Years of Fashion, V&A, London 
 
Images: 
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Catalogue Number: QA121 
Object Name: Fabric Sample 
Date: c.1863 
Maker: 
Description: Piece of red floral silk dress fabric. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Victoria & Albert Museum, London 
Museum Number: T.53-1927 
Provenance: 
Condition: 
Other details: Records indicate that this was apparently ordered in 1863 by 
Queen Victoria for Alexandra. 
 
 
 
 
 
 
 
 
Associated Items: 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA122 
Object Name: Handkerchief 
Date: 
Maker: 
Description: White handkerchief embroidered with the monogram of a crowned 
‘A’. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Victoria & Albert Museum, London 
Museum Number: T.77-1939 
Provenance: 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: T.282&A-1974 & T.53-1927 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA123 
Object Name: Handkerchief 
Date: 
Maker: 
Description: White handkerchief embroidered with the monogram of a crowned 
‘A’. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Measurements: 
Location: Victoria & Albert Museum, London 
Museum Number: T.77-1939 
Provenance: 
Condition: 
Other details: 
 
 
 
 
 
 
 
 
Associated Items: T.282&A-1974 & T.53-1927 
Bibliographic Links: 
 
Images: 
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Catalogue Number: QA124 
Object Name: Coronation Shoes 
Date: 1902 
Maker: 
Description: Gold silk Coronation shoes 
 
 
 
 
 
 
Measurements: 
Location: Museum of London, London 
Museum Number: 33.41.2/5 
Provenance: 
Condition: The silk is splitting quite a lot in place.  Composite materials, 
tarnished metal 
Other details: 
Not sure why these are separated from the rest of the Coronation garments 
which are in Kensington Palace. 
 
 
 
Associated Items: Coronation gown, robes in Kensington Palace 
Bibliographic Links: 
 
Images: 
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Appendix	 ﾠ3	 ﾠ
Alphabetized	 ﾠlist	 ﾠof	 ﾠsuppliers	 ﾠ
	 ﾠ
Items in red indicate that the supplier also appears in Queen Victoria’s Office of 
Robes volumes (National Archive Ref LC12) 
 
•  ……..? & G Edmonds (tailors) 
•  ……..? W. Bryant 
•  A Philips (ladies tailor) possibly features but not sure in QV’s 
•  A. Austin 
•  A. C. Grant 
•  A. C. Marler? 
•  A. Clark 
•  A. Dunhill Ltd (watches) 
•  A. J. Betts Mrs (milliner) 
•  Ackermann & Sons (fine art dealers/auction house), 191 Regent 
Street, London. 
•  Aime Montaille 
•  Albert Costshaw? 
•  Albert Rood 
•  Allen & Howard 
•  Alywin (milliner) 
•  Armbright-Nelson & Co? 
•  Asprey & Co (luxury goods), 156 New Bond Street, London. 
•  Attoff & Norman (bootmakers), 69 New Bond Street, London. 
•  Auguste Petit 
•  Barker & Co (department store), Kensington, London. 
•  Berthe & Yeo (dressmakers), Somerset Street, London. 
•  Bleuy-Hadancourt? (scents) 
•  Bolton & Co (paperhanging manufacturers), 6 Snow Hill, London. 
•  C. Bond & Son 
•  C. Raymer 
•  C. Vinolia? 
•  C.H . Drescoll? 
•  Caley& Sons (mercer), Windsor. 
•  Canadian Handicraft Guild 
•  Celine Ducos 
•  Chas Isidore (hairdresser) 
•  Christian & Rathbone, 11 Wigmore Street, London. 
•  Colin Sleep? 
•  Collingswood & Co (jewelers), 38 Conduit Street, London. 
•  Cooper Dannison & Co 
•  Countes of Dunraven (lace) 
•  Countess of Lucan (tweed) 	 ﾠ
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•  Davis & Son (cleaners) 
•  Dent & Co (accessories/gloves/ watches), 61 Strand, London 
•  Denyer & Dyson? 
•  Dickens & Jones (department store), Hanover House, Regent Street, 
London. 
•  Dingley & Sons (Sherborne silk) 
•  Doeuillet (dressmakers & costumiers) 
•  Donald Mauvis 
•  Drayfuss 
•  Dunniford & Co (chemist or chemise?) 
•  Duvelleroy (fans), 167 Regent Street, London. 
•  E. Felix 
•  E. Seymour 
•  Eastman & Co 
•  Ede & Ravenscroft, 94 Chancery Lane, London 
•  Ede Son & Co 
•  Edmonds, Orr & Co, 47 Wigmore Street, London. 
•  Edwin Bigglestone 
•  Egerton Burnett? (woolen warehouse) 
•  Emile & Cie? (bouquets – possibly florists?) 
•  F Masim? 
•  F. Gorning? 
•  Farmers & Rogers, Hanover Square, London. 
•  Field Hawkins & Co 
•  Fitch & Ibbotson 
•  Franck 
•  Frederick Hafner (accounts paid in Denmark) 
•  Frijer? & Jacques 
•  G. H. Bennett 
•  G. Poland & Son (furriers), 110 Queen Victoria Street, London. 
•  G. Waugh & Co 
•  Gainsborough 
•  Gastineau 
•  Gentlewoman Ltd 
•  Godfray & Dart 
•  Goggin & Co (could be Duggins the launderer?) 
•  Goss & Co (tailors), 4 Blenheim Terrace, St John’s Wood, London. 
•  Graham & Son (outfitters), 26 Portman Square, London. 
•  H. J. Wood (possibly pottery) 
•  H. Kelsey, (shoemaker), 482 Oxford Street, London. 
•  H. Thunderer? 
•   Haddon & Son, (serges & tweed), Wellington, Somerset 
•  Hamley Bros 
•  Harbolows (gloves), 15 Cockspur Street, London. 	 ﾠ
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•  Harborows (hosier – is this the same name as the glover?) 
•  Harrods Stores (motor coat) 
•  Harry/Harvey Brown? 
•  Haywards (lacemen), 166 & 168 Oxford Street, London. 
•  Heity? – Boyer 
•  Henriette Favre (couturier/dressmaker) 
•  Henry Heath Ltd (hatter), 105, 107 & 109 Oxford Street, London. 
•  Henry Pesmain? 
•  Hiroch & Co? 
•  Hook, Knowles & Co (bootmakers) 
•  Hooper & Co 
•  Howell & James Ltd (outfitters), 5-9 Regent Street, London. 
•  Huishhberg & Co? 
•  J & E Atkinson Ltd (perfumers) 
•  J Beddard (chemist or chemise?!) 
•  J Brigg & Sons (umbrella makers), 23 St James Street, London. 
•  J Gehngraf? 
•  J. B. Durrant (dressmaker), 116 New Bond Street, London. 
•  J. Buckingham 
•  J. Busvine & Co. (tailors), 4 Brook Street, London. 
•  J. Coyle 
•  J. Macinnes 
•  J. Munro & Co 
•  J. Shaw 
•  Jays (mourning outfitters), 243-253 Regent Street, London. 
•  Jeanette Temple 
•  Jermyn & Perry (department store), Kings Lynn, Norfolk. 
•  Jolly & Son (department store - foulard silk), Bath. 
•  Kodak & Co 
•  L. Neugass? (outfitters) 
•  Lakine Ltd? 
•  Larche Freres? 
•  Liberty & Co. Ltd (outfitters), 216,218 & 222 Regent Street, London. 
•  Lottie Flegg (seamstress, baby clothes) 
•  Lucas & Wills 
•  M Henri (dressmaker), 12 Queen’s Terrace, St John’s Wood, London. 
•  M. Burger Isabelle (manicure) 
•  M. Dugdale 
•  M. Houbigant 
•  M. Maugas 
•  Madame D Lambart (corset maker), 5 Argyll Street West, London. 
•  Madame Aylwin 
•  Madame Barolet (costume supplier), 51 Knightsbridge, London 
•  Madame Chalmondries 	 ﾠ
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•  Madame Colomb 
•  Madame Duboc 
•  Madame Elise, 170 Regent Street & 62-3 King Street, London. 
•  Madame Frederic (dressmaker) 
•  Madame Isabelle 
•  Madame Marguerite (robes), 95 Great Portland Street, London. 
•  Madame Mayer 
•  Madame Valet 
•  Magasins du Louvre? (gloves) 
•  Maison Agnes 
•  Maison Henriette Favre 
•  Maison Laferriere (couture house), 28 Rue Taitbout, Paris. 
•  Maison Templier (Temple from above?) 
•  Marshall & Snelgrove (outfitters), Regent St, Vere St, Oxford St, 
Marylebone Lane, Cavendish Square, Henrietta St. 
•  Messrs. Corke (general hosier, glover & shirtmaker), 27 Old Bond 
Street, London. 
•  Miss Hilliard 
•  Miss J Adams 
•  Miss Lymon 
•  Miss N Giltrap (possible Danish intermediary) 
•  Miss S Britten 
•  Miss Turner 
•  Mme Gilson (dressmaker), 16 Hanley Crescent, London. 
•  Mme Leclerq-Vigourous? 
•  Mme Mondain 
•  Mme Streur (fournisseur) 
•  Monsieur Lesprant 
•  Morin Blossier (couture house), 15 Rue Danou, Paris. 
•  Moyhopf? (bootmaker) 
•  Mrs A Chettleburgh 
•  Mrs Bartlett 
•  Mrs Byrons 
•   Mrs Harris 
•  Mrs L Wilson, 45 Sutherland Street, London. 
•  Mrs Sims 
•  Nicaud? 
•  Paquin (couture), 39 Dover Street, London. 
•  Penhaligon & Jeavons (perfumers) 
•  Pettigrew & Stephens (department store), Glasgow. 
•  Piesse & Lubin (perfumers) 
•  Pryer Jones (hosiers) 
•  R Charpentier 
•  R&S Garrard & Co. (jeweler) 	 ﾠ
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•  R. Burt & Co 
•  Ralph 
•  Read & Thorn 
•  Redfern London & Paris (couture house), 26 Conduit Street, London. 
•  Remouille 
•  Reville & Rossiter (court dressmakers), Hanover Square, London. 
•  Robert Heath (hats) 
•  Roberts & Co 
•  Robinson & Cleaver (general department store), 166/170 Regent 
Street, London. 
•  Robinson Brown 
•  Rogers & Cook (launderer) 
•  Romanes & Paterson (drapers/tartans), Edinburgh. 
•  Rosser Jones & Co 
•  Roudeau 
•  Rouff (couture house) 
•  Rowland Ward Ltd (taxidermy firm) 
•  Royal Hellenic School 
•  Royal Irish School of Art Needlework 
•  Royal School of Art Needlework, Athens 
•  Russell & Co 
•  S. W. Stuart 
•  Savory & Moore? (chemists) 
•  Scott Adie (tailor), 115, 115a Regent Street, London. 
•  Scottish Home Industries Association Ltd (tweed) 
•  Seymour & Molyneux (embroiderers) 
•  South Indian Village Lace Industry 
•  Spiers Bros 
•  Squire & Sons (chemists) 
•  Swan & Edgar Ltd (drapers), Picadilly & Regent Street, London. 
•  Swears & Wells Ltd (outfitters), 190 & 192 Regent Street, London. 
•  Sykes Josephine & Co (outfitters), 280 Regent Street, London. 
•  Thornhill & Co 144 New Bond St (cutters) 
•  Thresher & Glenny? (shirtmakers), 152 The Strand, London. 
•  V. Givry & Co. (outfitters), 39 Conduit Street, London. 
•  Vernon (tailors), 191 Sloane Street, London. 
•  W. A. Nelson (saddler) 
•  W. Chalmers 
•  W. Gent & Son (ladies tailors), 28 South Audley Street, London. 
•  W. H. Head & Son (mercer) 
•  W. H. Smith & Sons (bootmakers) 
•  W. King 
•  W. Lawless (gauze robe) 
•  W. Percy 	 ﾠ
	 ﾠ 	 ﾠ 401	 ﾠ
•  W. Ritchie (milliner)Owen & Co (repairs) 
•  Walter Jones 
•  Ware & Dolphin 
•  Waring& Gillow (furniture makers) 
•  White Hart, Windsor (board for two Paris dressmakers) 
•  Wilson & Son (possibly jewler) 
•  Windermere Industry 
•  Woolland Bros. (outfitters and drapers), 1-7 Lowndes Terrace, London. 
•  Worth (couture), 134 New Bond Street, London. 
•  Zimmermann 
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Appendix 4 - Geographical Location of Suppliers 
 
 
This offers a selection of the suppliers patronised by Alexandra as listed in her 
wardrobe accounts.  Where the addresses are known, these have been plotted 
onto a contemporary street map.  It is a random selection but is intended mainly 
to give some idea of both the variety of establishments and their wares and the 
relatively small area of London from which they were all sourced.  They are also 
all relatively close to Marlborough House which is just beyond the edge of the 
map at N19. 
 
 
1.  J. Busvine & Co., 4 Brook Street 
2.  Redfern, 26 Conduit Street 
3.  Swears and Wells, 190+192 Regent Street 
4.  Berthe & Yeo, Somerset Street 
5.  Emile & Cie, Woodstock Street 
6.  Henry Heath, 107 Oxford Street 
7.  Woolland Bros., 1-7 Lowndes Terrace (see four inch map) 
8.  Scott Adie, 115/115a Regent Street 
9.  Messrs. Corke, 27 Old Bond Street 
10. Robinson & Cleaver, 166/170 Regent Street 
11. Gent & Son, 28 South Audley Street 
12. Brigg & Sons, 23 St James’s Street 
13. Haywards, 166&168 Oxford Street 
14. Kelsey, 482 Oxford Street 
15. Madame Barolet, 51 Knightsbridge 
16. Collingswood & Co., 38 Conduit Street 
17. Jays, Regent Street 
18. Sykes, Josephine & Co., 280 Regent Street 
19. Edmonds, Orr & Co., 47 Wigmore Street 
20. Dickens & Jones, Hanover House, Regent Street 
21. Paquin, 39 Dover Street 
22. Duvelleroy, 167 Regent Street 
23. Swan & Edgar, Picadilly & Regent Street 
24. Howell & James, 5-9 Regent Street 
25. Farmers & Rogers, Hanover Square 
26. Reville & Rossiter, Hanover Square 
27. Christian & Rathbone, 11 Wigmore Street 
28. Henry Poole & Co, Savile Row 
29. Asprey & Co, 156 New Bond Street 
30. Atoff & Norman, 69 New Bond Street 
31. Graham & Son, 26 Portman Square. 
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Appendix 6 
Dress Descriptions from The Times 
Corresponds with Excel Document – Alexandra’s Appointments 
 
1870 
February 9 1870 The Honourable Artillery Company’s Ball 
‘The Princess..wore a dress of blue tulle covered with rich lace and looped up 
with white roses and a head-dress and necklet of diamonds on blue satin...’ 
 
February 25 1870 The Queen’s Court 
‘Her Royal Highness the Princess of Wales wore a petticoat of white silk, with 
bouillons of tulle and gold blond and a train of rich white and gold brocaded silk, 
Indian ornaments of pearls, diamonds and emeralds; head-dress a tiara of 
diamonds, feathers and veil; orders – Catherine of Russia, Victoria and Albert 
and the Danish Order.’ 
 
March 9 1870 Queen’s Drawing Room 
‘Her Royal Highness the Princess of Wales wore a train of rose coloured velvet, 
trimmed with Honiton lace and a petticoat of rose coloured satin, with flounces of 
Honiton lace looped with bouquets of azalea.  Ornaments – pearls and 
diamonds.  Head-dress – diamonds, feathers and veil.  Orders – Catherine of 
Russia, Victoria and Albert and Danish Orders.’ 
 
March 22 1870 Queen’s Drawing Room 
‘Her Royal Highness the Princess of Wales wore a train of green satin covered 
with fine Irish lace and a petticoat of rich green silk, trimmed with plaitings of tulle 
and satin and a flounce of Irish lace looped with bouquets of stephanotis.  
Headress – a tiara of diamonds, feathers and a veil.  Ornaments – pearls and 
diamonds.  Orders – Catherine of Russia, Victoria and Albert, the Danish Order.’ 
 
May 10 1870 Queen’s Drawing Room 
‘Her Royal Highness the Princess of Wales wore a train of white satin, trimmed 
with white crepe and tulle, a petticoat of rich white silk with ruches of crepe and 
tulle and a tunic of crepe looped with white flowers.  Head-dress – a tiara of 
diamonds with feathers and veil.  Ornaments – pearls and diamonds.  Orders – 
Victoria and Albert, Catherine of Russia and the Danish Order.’ 
 
May 11 1870 State Concert 
‘Her Royal Highness the Princess of Wales wore a dress of white satin with 
bouillons of white crepe and a tunic of crepe and tulle with bouquets of iris.  
Head-dress – a tiara of diamonds.  Ornaments – pearls and diamonds.  Orders – 
Victoria and Albert, Catherine of Russia and the Danish Order.’ 
 
May 17 1870 State Ball 	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‘Her Royal Highness the Princess of Wales wore a dress of green satin with 
bouillons of tulle and a tunic of Irish lace looped with bouquets of stephanotis.  
Ornaments – a stomacher and corsage of diamonds and necklace and bracelets 
of pearls and diamonds.  Head-dress a tiara of diamonds.  Orders – Catherine of 
Russia, Victoria and Albert and the Danish Order.’  (NB – Same as March 22.  
Lace over tunic sounds v similar to the style of dress seen in Bath with the three 
bodices of blue silk). 
May 26 1870 Public Meeting at St George’s Hospital 
The Princess was ‘...most tastefully and becomingly attired...’ 
 
June 13 1870 Travelling to Ascot 
‘The Princess of Wales was dressed in a costume of blue and black...’ 
 
June 21 1870 State Ball 
‘Her Royal Highness the Princess of Wales wore a dress of blue satin trimmed 
with tulle, fine Brussels lace and flowers.  Headress a tiara of diamonds.  
Ornaments pearls and diamonds.  Orders, Catherine of Russia, Victoria and 
Albert and the Danish Order.’ 
 
July 1 1870 Civic Visit to Reading 
‘...wore a dress of pink silk with a skirt of white muslin...’ 
 
1871 
February 9 1871 Opening of Parliament 
‘Her Royal Highness the Princess of Wales wore a dress of violet velvet, trimmed 
with a lighter shade of satin and flounce of fine white Brussels lace, ornaments, 
corsage, necklace and bracelets of pearls and diamonds.  Headdress, a tiara of 
diamonds, feathers and veil.  Orders, Victoria and Albert and the Danish Order.’ 
 
February 21 1871 Queen’s Court 
‘Her Royal Highness the Princess of Wales wore a train of rich black poult de 
soie, edged with satin and tulle, a petticoat of black silk with bouillons and tunic 
of tulle with satin bows.  Headdress, a small tiara of emeralds and diamonds, 
with feathers and veil, Indian ornaments of diamonds, emeralds and pearls.  
Orders Victoria and Albert, Catherine of Russia and the Danish Order.’ 
 
February 23 1871 Drawing Room 
‘Her Royal Highness the Princess of Wales wore a train of mauve satin trimmed 
with ruches of the same and bows of violet velvet; a petticoat of violet velvet with 
ruches and bows of mauve satin and a tunic of white Brussels lace.  Headdress – 
a tiara of diamonds, feathers and veil.  Ornaments – a corsage, necklace and 
earrings of pearls and diamonds.  Orders – Victoria and Albert and the Danish 
Order.’ 
 
March 28 1871 Drawing Room 	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‘Her Royal Highness the Princess of Wales wore a dress of blue satin with 
flounce of Brussels lace; looped with satin bows and a train of blue satin, with a 
deep border of Brussels lace.  Headdress, a tiara of diamonds, feathers and veil.  
Ornaments, a corsage necklace, bracelet, earrings of diamonds and pearls.  
Orders, Victoria & Albert and the Danish Order.’ 
 
June 27 1871 State Ball 
‘Her Royal Highness the Princess of Wales wore a dress of pale green silk, with 
bouillons of tulle and a tunic of green silk ornamented with peacock plumage.  
Headdress – diamonds and peacock feathers.  Ornaments – a corsage, necklace 
and earrings of pearls, emeralds and diamonds.  Orders – Victoria & Albert, 
Catherine of Russia and the Danish Order.’ 
 
 
 
1874 
January 20 1874 
‘The Princess of Wales looked charming, but then to say so is like giving “her 
zone to Venus or his bow to Cupid”, and one feels with the rhyme that all such 
adjectives are “trite and stupid”.  Her Royal Highness wore a dress of some 
brown material trimmed with the fur of the silver fox.’ 
 
January 24 1874 
‘The Princess of Wales looked her loveliest and seemed in perfect health.’ 
 
March 10 1874 
‘Her Majesty the Princess of Wales and the Duchess of Edinburgh each wore the 
riband and the star of St Catherine of Russia, the orders of Victoria and Albert, of 
Louise of Prussia and Saxe Coburg Gotha.’ 
 
March 26 1874 
‘Her Royal Highness the Princess of Wales wore a dress of white satin with 
pleatings of satin and ostrich feather trimming.  Headress – a tiara of diamonds 
feathers and a veil.  Ornaments – corsage, necklace etc of pearls and diamonds.  
Orders – Victoria and Albert, Catherine of Russia and the Danish family order.’ 
 
April 30 1874 
‘The Princess of Wales was dressed in pink, and all our readers know how Her 
Royal Highness looks and bears herself on all occasions.’ 
 
May 6 1874 
‘HRH the P of W wore a dress of pale green satin, with pleatings of green crepe, 
and a trimming of fine Brussels lace, looped with bunches of red and white 
currants; a train of pale green satin edged with crepe and Brussels lace, and 
ornamneted with bunches of red and white currants.’ 
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May 18 1874 
‘The Duchess of Edidnburgh dressed, as was also the Princess of Wales, in 
blue.’ 
 
May 22 1874 
‘..on his arm leant the Princess of Wales, dressed in some delightful combination 
of black and maize, which the pen of man is powerless further to describe.’ 
 
June 25 1874 
‘HRH the P of W wore a dress of brown poult de soie, with plaitings of brown tulle 
and Honiton lace, ornamented with garlands of the rose de the and veiled with 
silver spotted tulle.’ 
 
July 2 1874 
‘HRH the P of W wore a dress of primrose poult de soie, covered with the same 
coloured tulle and a flounce of Brussels lace, with sash and bows of amethyst 
velvet and wreaths of wild roses.’ 
 
July 23 1874 
‘HRH wore a ruby coloured Venetian dress, with a blue front to the skirt, sewn 
with jewels and gold embroidery.  The close sleeves were of ruby velvet with blue 
satin puffings, gold embroidered; the small ruff was edged with gold and the body 
of the dress covered with strings of pearls, but the most charming and becoming 
part of this magnificent costume, was the small, close velvet cap, laced and 
covered with jewels of marvellous splendour.  HRH has not much to gain from 
dress and indeed, the ladies generally were much less beholden to their antique 
costumes than the gentlemen, for latter day millinery is not so bad, whereas latter 
day tailoring is poor work compared with Stuart and Georgian wardrobes.’ 
 
November 4 1874 
‘The Princess wore a pale blue dress, the skirt of which had many small flounces 
and a long train; a cashmere shawl, polonaise jacket (this may be far from the 
proper name of a most becoming garment, but we hope it will convey an idea), 
and a dark bonnet trimmed with a pale blue feather.’ 
 
November 24 1874 
‘Her Royal Highness the Princess of Wales wore a dress of crimson satin with 
polonaise of crimson relief trimmed with fur and the Victoria and Albert Order.’ 
 
1875 
March 9 1875 
‘Her Royal Highness the Princess of Wales wore a dress of cream coloured 
satin, trimmed with Honiton lace and bows of brown velvet reversed, with pale 
blue satin, a train of brown velvet, lined with pale blue satin and ornamented with 
Honiton lace and bouquets of blush roses; headdress a tiara of diamonds, 	 ﾠ
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feathers and veil; ornaments, pearls and diamonds; orders, Victoria & Albert and 
the Danish family orders.’ 
 
March 20 1875 
‘Her Royal Highness the Princess of Wales wore a dress and train of Violette de 
Palme velvet, lined with satin of the same shade, bordered with fur and 
ornamented with diamonds; headdress a tiara of diamonds, feathers and veil; 
Indian ornaments of diamonds, emeralds and pearls; orders, Victoria & Albert, 
Catherine of Russia and Danish Family Order.’ 
 
April 7 1875 
‘...the Princess wore a light polonaise, a dark hat with light blue feather.’ 
 
April 8 1875 
‘...the Princess wears a jacket of velvet trimmed with fur, over a happy mixture of 
blues...’ 
 
May 6 1875 
‘Her Royal Highness the Princess of Wales wore a dress and train of paille poult 
de soie richly embroidered in paille and nacre, with draperies of tulle 
embroidered to correspond; guerlandes of Marguerites, field daisies, buttercups 
and poppies.  Headress a tiara of diamonds, feathers and veil.  Ornaments of 
diamonds, pearls and sapphires. Orders, Victoria & Albert, Catherine of Russia 
and the Danish Family Orders.’ (p10a) 
 
May 8 1875 
‘Her Royal Highness the Princess of Wales wore a dress of rose thé satin with 
revers of chestnut coloured velvet trimmed with Honiton lace and ribands of pale 
blue satin tying bunches of crimson and thé roses.  Train of pale blue satin 
trimmed to correspond.  Headress, a tiara of diamonds, feathers and veil.  
Ornaments, pearls and diamonds.  Orders, Victoria & Albert, Catherine of Russia 
and the Danish Family Order.’ 
 
May 13 1875 
‘Her Royal Highness the Princess of Wales wore a dress of violet velvet with 
draperies of pale blue and silver tissue and fine Brussels lace, ornamented with 
bunches of violets and forget-me-nots.  Headress a tiara of diamonds; 
ornaments, pearls and diamonds; orders, Victoria & Albert, Catherine of Russia 
and Danish Family Orders.’ 
 
June 4 1875 
‘Her Royal Highness the Princess of Wales wore a dress of straw coloured poult-
de-soie, covered with embroidered tulle, ornamented with garlands of daisies, 
buttercups and poppies.  Headress, a tiara of diamonds and flowers.  
Ornaments, pearls and diamonds.  Orders, Victoria & Albert and the Danish 
Family Order.’ 	 ﾠ
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June 17 1875 
‘Her Royal Highness the Princess of Wales wore a dress of pale blue crepe lisse 
and satin over poult-de-soie, veiled with Brussels lace and trimmed with ruches 
of plumes de soie and ivy leaves and tied with bunches of blush and rose-de-Roi 
roses.  Headress of diamonds and roses; ornaments pearls and diamonds; 
orders, Victoria & Albert and Danish Family Orders.’ 
 
1876 
February 24 1876 – The Queen’s Court 
‘Her Royal Highness the Princess of Wales wore a dress of black velvet 
ornamented with plisses and folds of velvet, and a train also of black velvet, with 
plisses of velvet, and lined with poult de soie.  Headdress a tiara of diamonds, 
feathers and veil; ornaments, corsage necklace and earrings of diamonds; 
Orders, Victoria & Albert, Catherine of Russia and the Danish Family Order.’ 
March 8 1876 
‘Her Royal Highness the Princess of Wales wore a dress of Venetian brocade, 
embroidered in pearls over a jupe of Nacre satin, with festoons of gauze de 
neige, bordered with dark fur, and a train of Venetian brocade lined with gauze 
neige trimmed to correspond.  Headress – a tiara of diamonds, feathers and veil; 
ornaments, diamonds pearls and sapphires.  Orders, Victoria & Albert, Catherine 
of Russia and the Danish Family Orders.’ 
 
March 25 1876 
This is a report of a painting by Mr Desanges recording one of the Chiswick 
Garden Parties from 1875; ‘Close to the Queen stands the Princess Beatrice, 
with the Princess of Wales and her sister the Czarevna, dressed precisely alike 
in gold coloured silk and white lace robes...’ 
 
May 12 1876 
‘Her Royal Highness the Princess of Wales wore a dress and train of rich 
embossed pale chamois satin, trimmed with embroidery, bunches of variegated 
leaves and roses and studded with diamonds.  Headress – a tiara of diamonds, 
feathers and veil.  Ornaments – diamonds, pearls and sapphires.  Orders – the 
Portugese order of St Isabella, the Victoria & Albert order and the Saxe Coburg 
family order.’ 
 
June 1 1876 
‘Her Royal Highness wore a dress of white poult de soie, with clouds of white and 
gold tulle and gold Maltese fringe, wreathed with branches of syringas; corsage 
in gold tissue studded in diamonds.  Headress – tiara of diamonds.  Ornaments – 
pearls and diamonds.  Orders – Victoria & Albert, Catherine of Russia and the 
Danish family orders.’ 
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‘Her Royal Highness the Princess of Wales wore a dress of black poult de soie, 
covered in tulle, with draperies of black satin and Chantilly lace, bordered in faile 
de corbeau embroidery and fringe; corsage of satin to correspond.  Headress – a 
tiara of diamonds.  Ornaments – pearls and diamonds.  Orders – Victoria & 
Albert, Catherine of Russia and the Danish Family Order.’ 
 
June 28 1876 
‘Her Royal Highness the Princess of Wales wore a dress of rich black satin, with 
scarves of fine Chantilly lace; corsage to correspond with bouquets of white wild 
flowers.  Headress – a tiara of diamonds.  Ornaments – diamonds.  Orders – 
Victoria & Albert, Catherine of Russia and the Danish Family Orders.’ 
 
July 4 1876 
‘Her Royal Highness the Princess of Wales wore a dress of black poult de soie 
with bands of silver, veiled in silver tulle, looped with garlands and bouquets of 
black currants, silver berries and leaves.  Corsage of black roché trimmed with 
Spanish grelot fringe.  Headress – a tiara of diamonds.  Ornaments – pearls and 
diamonds.  Orders – Victoria & Albert, Catherine of Russia and the Danish 
Family Order.’ 
 
October 2 1876 
‘The Prince wore a kilt of Sutherland tartan, and Her Royal Highness wore a grey 
dress, richly trimmed.’ 
 
October 11 1876 
‘At 10.45 the Royal and Ducal party arrived, the Princess being dress in white 
silk, having a Stuart tartan sash and a crown of scarlet...’ 
 
1877 
 
June 22 1877 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of silver brocade, 
trimmed in silver embroidery, over a jupe of white poult de soie, covered in 
clouds of silver tulle bordered with deep Volant of the same costly embroidery 
and studded with bouquets of fleuer de trefle and Marguerite de Champs.  
Headdress – a tiara of diamonds.  Ornaments – pearls and diamonds.  Orders – 
Victoria and Albert, Catherine of Russia and the Danish Family Order.’ 
 
June 27 1877 – State Concert at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of black brocade, 
ornamented with Brussels lace and bouquets of pomegranates.  Headdress – a 
tiara of diamonds.  Ornaments – pearls and diamonds.  Orders – Catherine of 
Russia, the Victoria and Albert and the Danish Family Order.’ 
 
July 6 1877 – State Concert at Buckingham Palace 	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‘Her Royal Highness the Princess of Wales wore a dress of the richest brocade 
with velvet embossed flowers, lined and turned back over a jupe of blue ciel 
antique satin, covered in fine Brussels point lace, festooned with wreaths of moss 
and yellow roses.  Corsage to correspond.  Headdress - a tiara of diamonds.  
Ornaments – pearls, diamonds and emeralds.  Orders – Victoria and Albert, 
Catherine of Russia and the Danish Family Order.’ 
 
July 11 1877 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of drap de France 
Argente, veiled in crape, lisse and tulle aggraffed, with bunches of poppies, 
cornflowers and wheatears.  Corsage to correspond.  Headdress – flowers and 
diamonds.  Ornaments – diamonds, sapphires and pearls.  Orders – Victoria and 
Albert, Catherine of Russia and the Danish Family Order.’ 
 
1878 
 
February 28 1878 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of chestnut coloured 
brocade over a jupe of blue ciel antique satin trimmed with Brussels lace and 
wreathed with chestnuts and chestnut leaves.  Train of velvet brocade lined with 
bleu ciel satin, and corsage to correspond.  Headdress – a tiara of diamonds, 
feathers and veil.  Ornaments – pearls and diamonds.  Orders – Victoria and 
Albert, Catherine of Russia and the Danish Family Order.’ (p6) 
 
March 21 1878 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of Ponceau de Perse 
tulle over poult de soie draped with embossed satin, knots of Pointe d’Alencon, 
with centre of single stone diamonds; train and corsage to correspond.  
Headdress – a tiara with diamonds, feathers and veil.  Ornaments – pearls and 
diamonds.  Orders – Victoria and Albert, the Crown of India and the Danish 
Family Order.’ (p7) 
 
May 22 1878 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of pale blue satin, 
veiled in tulle, showered in geraniums of every hue.  Headdress – a tiara of 
diamonds.  Ornaments – pearls and diamonds.  Orders – Victoria and Albert, the 
Crown of India and the Danish Family Order.’ (p10) 
 
 
June 6 1878 – State Concert at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of rich white faille, 
trimmed with Indian muslin embroidered with gold.  Corsage to correspond.  
Headdress and ornaments of Indian pearls, emeralds and diamonds.  Orders – 
Victoria and Albert, the Crown of India and the Danish Family Order.’ (p10) 
 
July 12 1878 – State Ball at Buckingham Palace 	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‘Her Royal Highness the Princess of Wales wore a dress of rich black silk, 
draped in Brussels net, studded with jet and single diamonds, corsage to 
correspond.  Headdress, a tiara of diamonds.  Ornaments, diamonds.  Orders, 
Victoria and Albert, the Crown of India and the Danish Family Order.’ (p7) 
 
1879 
 
March 13 1879 – Wedding of the Duke of Connaught 
‘Her Royal Highness the Princess of Wales wore a toilette of Oriental pearl-
coloured brocade, richly embroidered in pearls, with ruffles of point d-Angleterre 
and narrow bands of sable.  The train was composed of the darkest amethyst 
velvet lined with Oriental pearl satin, bordered in narrow sable, a smaller train of 
matchless point d’Angleterre, entirely covering the centre was fastened on by 
large medallions of pearls.  The corsage was profusely studded with pearls and 
diamonds.  Her royal highness wore a tiara of diamonds, white ostrich feathers 
and long tulle veil and necklace of rows of pearls and diamonds.’  Goes on to say 
that the most picturesque group and the one that would be most remembered 
was that of Alexandra with her ‘youthful’ daughters all wearing the same shade of 
dress.  (p10) 
 
May 6 1879 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of black poult de soie 
draped with tulle and jetted lace; train of striped velvet and gauze lined with satin; 
headdress, a tiara of diamonds, feathers and veil; ornaments, pearls and 
diamonds; orders, Victoria and Albert, the Star of India, St Catherine of Russia 
and the Danish Family Order.’ (p9) 
 
May 8 1879 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of black tulle 
embroidered in jet over black taffetas d’Italie; corsage to correspond; train of 
black satin and velvet trimmed with jet fringe.  Headdress – a tiara of diamonds, 
feathers and veil; ornaments – diamonds; orders – Victoria and Albert, the Start 
of India, Catherine of Russia and the Danish Family Order.’ (p10) 
 
June 2 – State Concert at Buckingham Palace 
The Princess of Wales wore a dress of olive green velvet draped with satin of the 
same shade. Corsage to correspond. Headdress-a tiara of pearls and diamonds. 
Ornaments-pearls and diamonds. Orders-Victoria and Albert, the Crown of India, 
St. Catherine of Russia and the Danish Family Order. 
 
June 16 1879 – State Concert at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of antique crème satin 
brocade trimmed point d’Alencon, with tablier of variegated pansies and pansy 
coloured velvet; corsage to correspond; headdress – a tiara of diamonds; 
ornaments – diamonds, pearls and sapphires; orders – Victoria and Albert, the 
Star of India, St Catherine of Russia and the Danish Family Order.’ (p12) 	 ﾠ
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July 16 1879 – State Concert at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of rich violet velvet, with 
draperies of gold broche gage and fine Brussels lace, looped with bunches of 
dark violets.  Corsage to correspond.  Headdress, a tiara of diamonds.  
Ornaments, pearls and diamonds.  Orders, Victoria and Albert, the Star of India, 
St Catherine of Russia and the Danish Family Order.’ (p10) 
 
1880 
 
February 20 1880 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of prune coloured 
velvet, trimmed with pearl embroidery and tablier of brocade; a train of the finest 
Brussels lace, lined in prune velvet and satin; corsage to correspond.  Headdress 
– a tiara of diamonds, feathers and veil.  Ornaments – pearls and diamonds.  
Orders – Victoria and Albert, Star of India, St Catherine of Russia and the Danish 
Family Order.’ (p12) 
 
March 12 1880 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of shamrock velvet, 
trimmed with lilies of the valley; train of velvet lined in shamrock satin, corsage to 
correspond.  Headdress – a tiara of diamonds, feathers and veil.  Ornaments – 
Pearls and diamonds.  Orders – Victoria and Albert, Star of India, St Catherine of 
Russia and the Danish Family Order.’  (p12) 
 
May 11 1880 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of gold brocade over a 
jupe of the same shade of satin, trimmed in Point d’Alencon.  Corsage to 
correspond.  Headdress – a tiara of diamonds, feathers and veil.  Indian 
ornaments of diamonds and pearls.  Orders – the Victoria and Albert, the Crown 
of India, Catherine of Russia and the Danish Family Order.’ (p12) 
 
May 13 1880 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of green satin antique, 
draped in feuille morte velvet and satin and a train of velvet lined in satin.  
Corsage to correspond with bouquets of Gloire de Dijon rosebuds.  Headdress – 
a tiara of diamonds, feathers and veil.  Diamond ornaments.  Orders – the 
Victoria and Albert, Star of India, St Catherine of Russia and the Danish Family 
Order.’  (p10) 
 
May 27 1880 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of yellow gauze 
trimmed with satin and engraffed with chatelaines of Java lilies.  Corsage to 
correspond.  Headdress – a tiara of diamonds, Indian ornaments of pearls, 
emeralds and diamonds.  Orders – the Victoria and Albert, Crown of India, St 
Catherine of Russia and the Danish Family Order.’  (p10) 	 ﾠ
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June 23 1880 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of white poult de soie, 
veiled in silver tissue, with broad ruches of silver.  Corsage of white and silver 
brocade, with deep silver fringe.  Headdress – a tiara of diamond stars.  
Ornaments – pearls and diamonds.  Orders – the Victoria and Albert, the Crown 
of Indiam St Catherine of Russia and the Danish Family Order.’ (p12) 
 
June 29 1880 – State Concert at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of myrtle green velvet 
and satin, and a corsage to correspond, with stomacher of pearls and diamonds.  
Headdress – a tiara of pearls and diamonds.  Ornaments – emeralds, pearls and 
diamonds.  Orders – Victoria and Albert, the Crown of India, St Catherine of 
Russia and the Danish Family Order.’  (p10) 
 
1881 
 
February 25 1881 – Afternoon Drawing room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress and train of pansy-
coloured velvet, bordered with fur, and draperies of Parma violet brocade, veiled 
with Irish lace. Corsage to correspond, with bouquet of Parma violets and 
pansies. Headdress, a tiara of diamonds, feathers, and veil. Ornaments, pearls 
and diamonds. Orders, Victoria and Albert, the Crown of India, St. Catherine of 
Russia, and the Danish Family Order.’ (p10) 
 
May 3 1881 – Afternoon Drawing Room at Buckingham Palace  
‘Her Royal Highness the Princess of Wales wore a dress of black tulle over black 
poult de soie, veiled in jet embroidery and looped with jet leaves. Corsage to 
correspond. Train of black embossed velvet lined in black satin and bordered in 
jet. Headdress-a tiara of diamonds, feathers, and veil. Ornaments-pearls and 
diamonds. Orders-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, and the Danish Family Order’.  (p10) 
 
 
May 5 1881 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of black poult de soie, 
veiled in tulle and studded with diamonds.  Corsage to correspond.  Train of 
black velvet and satin.  Headdress – a tiara of diamonds, feathers and veil.  
Ornaments – diamonds.  Orders – the Victoria and Albert, Crown of India, St 
Catherine of Russia and the Danish Family Order.’ (p5) 
 
May 18 1881 – State Concert at Buckingham Palace 
‘The Princess of Wales wore a dress of black poult de soie, draped in jetted tulle 
and studded with diamonds. Corsage to correspond. Head- dress-a tiara of 
diamonds. Orders-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, and the Danish Family Order.’ (p8) 	 ﾠ
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May 25 1881 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of lilac gray satin and 
brisse, richly embroidered in pearls and silver, and veiled in silver tulle looped 
with bunches of silver marguerites and pearl leaves; corsage to correspond. 
Head- dress, a tiara of diamonds. Ornaments, pearls and diamonds. Orders, 
Victoria and Albert, the Crown of lndia, and the Danish Family Order.’  (p10) 
 
June 24 1881 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of satin, covered in 
clouds of tulle, with draperies and corsage of rich white embossed satin 
embroidered in chenille, white bugles, and pearls, caught up with a large bunch 
of reine marguerites on jupe and corsage. Head-dress-a tiara of diamonds. 
Ornaments - pearls and diamonds. Orders--Victoria and Albert, the Crown of 
India, St. Catherine of Russia, and the Danish Family Order’.  (p7) 
 
June 29 1881 – State Concert at Buckingham Palace 
‘ Her Royal Highness the Princess of Wales wore a dress of pale blue and silver 
brocade, trimmed with fine Brussels lace. Corsage to correspond. Head-dress-a 
tiara of diamonds. Ornaments- diamonds. Orders-the 'Victoria and Albert, the 
Crown of India, St. John of Jerusalem, St. Catherine of Russia ,and the Danish 
Family Order.’ (p8) 
 
1882 
 
February 17 1882 – Afternoon Drawing Room at Buckingham Palace 
‘ Her Royal Highness the Princess of Wales wore a dress in golden brown wool 
(of British manufacture) over a jupe of golden brown velvet, with deep volant of 
brown marabout feathers bordered in gold, with a train of velvet lined in wool and 
bordered in marabouts and gold. Head dress.-a tiara of diamonds, feathers, and 
veil. Indian ornaments and the Orders of Victoria and Albort, the Crown of India, 
St. Catharine of Russia, and the Danish Family Order.’ (p5) 
 
March 1 1882 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of a new shade of 
green velvet, with broad revers of palest blue and gold brocade over a petticoat 
of fine Irish lace, fastened up with bunches of shamrock leaves and forget-me-
nots. Corsage with stomacher to correspond. Train of green velvet lined in pale 
blue and gold brocade. Head-dress -a tiara of diamonds, feathers, and veil. 
Ornaments-pearls and diamonds. Orders-Victoria and Albert, the Crown of India, 
St. Catherine of Russia, and the Danish Family Order. Being St. David's Day, Her 
Royal Highness also wore the Leek.’(p8) 
 
May 11 1882 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal. Highness the Princess of Wales wore a dress of pale blue satin, 
embroidered in silver, with draperies of finest Brussels lace, looped up with a fan 	 ﾠ
	 ﾠ 	 ﾠ 415	 ﾠ
of spring flowers and roses; train of pale blue satin embroidered in silver, corsage 
to correspond. Head dress-a tiara of diamonds, feathers and veil. Ornaments-
pearls and diamonds. Orders-Victoria and Albert, the Crown of India, St. 
Catherine of Russia, the Danish Family Order, and the Order of St. John of 
Jerusalem.’ (p8) 
 
May 26 1882 – State Concert at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of turquoise blue and 
silver brocade trimmed with Honiton lace, braided with broad bands of silver. 
Corsage to correspond.  Headdress-a tiara of diamond stars and diamond 
ornaments, Orders-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, the Danish Family Order, and the Order of St. John of Jerusalem.’ (p8) 
 
June 5 1882 – Royal Visit to Eton Speech Day 
‘ The Princess wore a close-fitting costume of deep blue satin, on the surface of 
which in certain lights appeared spots of ruby red, her bonnet of the same 
material being ornamented with a cluster of red currants.’ (p10) 
 
June 21 1882 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of nemophila brocade, 
with draperies of finest Brussels late over satin of the same colour, fastened en 
one side with a large bunch of nemophilas and other flowers. Corsage to 
correspond. Head-dress--a tiara of diamonds. Ornaments-pearls and diamonds. 
Orders-Victoria and Albert, the Crown of India, St. Catherine of Russia, the 
Danish Family Order, and the Order of St. John of Jerusalem.’ (p8) 
 
June 26 1882 – Civic Visit to Hastings 
‘ The Princess of Wales, who wore a charmingly tasteful costume of very pale 
lilac silk, trimmed with white lace down the front of jupe, graciously accepted a 
bouquet from Miss Revill, the daughter of the Mayor.’ (p5) 
 
June 28 1882 – State Concert at Buckingham Palace 
‘ Her Royal Highness the Princess of Wales wore a dress of richest embossed 
white velvet, festooned over a jupe of pearl white satin duchesse, richly 
embroidered in pearls, and looped with a single large white rose and leaves. 
Head-dress, a tiara of diamonds ; ornaments, emeralds, pearls, and diamonds ; 
Orders, Victoria and Albert, the Crown of India, St. Catherine of Russia, the 
Danish Family Order, and the Order of St. John of Jerusalem.’ (p8) 
 
1883 
 
March 6 1883 – Afternoon Drawing Room at Buckingham Palace. 
‘ Her Royal Highness the Princess of Wales wore a dress of dark green velvet 
over a jupe of pale green brocade embossed with gold and volants of lace, 
fastened with bunches of shaded carnations. Corsage and train to correspond. 
Head dress-a tiara of diamonds, feathers, and veil. Ornaments -diamonds and 	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the Liverpool diamond cross. Orders-Victoria and Albert, the Crown of India, St. 
Catherine of Russia, and the Danish Family Order.’ (p8) 
 
March 13 1883 – Afternoon Drawing Room at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore address of turquoise blue satin 
trimmed in volants of the finest Brussels lace, fastened with large bouquets of 
mixed roses, and a train of Pompadour brocade, lined in turquoise satin, and 
trimmed with the same lace and roses. Corsage to correspond. Head-dress-a 
tiara of diamonds, feathers and veil. Ornaments-pearls, diamonds, and 
sapphires. Orders-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, the Danish FamiIy Order, and the Order of St. John of Jerusalem.’ (p14) 
 
May 10 1883 – Afternoon Drawing Room at Buckingham Palace.  Held by 
Alexandra on behalf of the Queen. 
‘Her Royal Highness the Princess of Wales wore a corsage and train of richest 
embossed white velvet, lined in satin duchesse, over a jupe of pearl white satin, 
richly embroidered in pearls, looped with a single large white rose and leaves. 
Headdress-a tiara of diamonds, feathers, and veil; Indian ornaments of emeralds, 
pearls, and diamonds ; and the Orders of Victoria and Albert, the Crown of India, 
St. Catherine of Russia, St. John of Jerusalem, and the Danish Family Order.’ 
(p5) 
 
May 21 1883 – Afternoon Drawing Room at Buckingham Palace.  No Queen so 
Alexandra was the main representative. 
‘Her Royal Highness the Princess of Wales wore a dress of ciel blue satin 
duchesse embroidered in silver-gilt draperies of the finest -Brussels lace, looped 
with a large bouquet of roses and lilacs. Train of ciel brocade embroidered in 
various- coloured flowers and trimmed with satin; corsage to correspond. 
Headdress a tiara of diamonds, feathers, and veil. Ornaments pear]s and 
diamonds. Orders-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, St. John of Jerusalem, and the Danish Family Order.’ (p8) 
 
May 29 1883 – State Ball at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a gold satin dress interwoven 
with currant-colour over a jupe of same silk covered in fine plisses of tulle striped 
in gold and narrow fringes of currants. Corsage to correspond. Head-dress-a 
tiara of diamonds. Ornaments-diamonds. Orders-Victoria and Albert, the Crown 
of India, St. Catherine of Russia, St. John of Jerusalem, and the Danish Family 
Order.’ (p12) 
 
June 13 1883 – State Concert at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of blue satin brocade 
draped with Brussels lace. Ornaments--Pearls and diamonds. Orders. -Victoria 
and Albert, the Crown of India, St. Catherine of Russia, and the Danish Family 
Order.’ (p5) 
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June 27 1883 – State Concert at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of cream embossed 
velvet and satin embroidered in pearls. Head-dress-a tiara of 'diamonds. Indian 
ornaments. Orders-Victoria 'and Albert ,the Crown of India, St. Catherine of 
Russia, and the Danish Family Order.’ (p6) 
 
1884 
 
March 14 1884 – Afternoon Drawing Room at Buckingham Palace held by 
Alexandra on behalf of the Queen. 
‘Her Royal Highness the Princess of Wales wore a dress of richest Indian gold 
embroidery over a jupe of brown marabout, and draperies of Vandyke brown 
velvet, corsage of velvet with Indian embroidery and sleeves of marabout, train of 
same costly Indian fabric, lined in gold satin, with dress border of marabout. 
Headdress -a tiara of diamonds, feathers, and veil. Indian ornaments of pearls, 
emeralds, and diamonds. Orders-Victoria and Albert, the Crown of India, St. 
Catherine of Russia, St. John of Jerusalem, the Royal Red Cross, and the 
Danish Family Order.’ (p12) 
 
March 20 1884 – Afternoon Drawing Room at Buckingham Palace held by 
Alexandra on behalf of the Queen. 
‘Her Royal Highness the Princess of Wales wore a dress of the richest ponceau 
satin embroidered in white syringe over an underdress of satin and finest point 
do gage. Corsage to correspond. Train of ponceau velvet lined in satin and 
trimmed with the same costly lace. Head-dress-a tiara of diamond stars, feathers 
and veil. Ornaments-pearls and diamonds. Orders-Victoria and Albert, the Crown 
of India, St. Catherine of Russia, St. John of Jerusalem, the Royal Red Cross, 
and the Danish Family Order.’ (p5) 
 
April 30 1884 – Marriage of Prince Louis of Battenberg to Princess Victoria, 
Vicky’s daughter. 
‘The German Crown Prince, knightly and stalwart as ever, led in the Princess of 
Wales, who wore a lovely robe of white, with a sparkling diadem of gems and 
various orders.’ (p5) 
 
August 1 1884 – Goodwood Races 
‘Her Royal Highness upon the first two days was attired wholly in black, but 
yesterday she wore a black silk dress with some white in the corsage, a black 
and white skirt and a gray bonnet.’ (p10) 
 
No other records for 1884 owing to the death of Prince Leopold, Duke of Albany, 
the Queen’s son.  There were no State functions. 
 
1885 
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March 12 1885 – Afternoon Drawing Room at Buckingham Palace held by 
Alexandra on behalf of the Queen. 
‘Her Royal Highness the Princess of Wales wore a dress of ivory satin duchesse 
over a jupe of gold and silver embroidery, trimmed marabout, corsage to 
correspond, with train of ivory broche velvet, lined with satin and bordered with 
gold and silver. Head dress-a tiara of diamonds, feathers, and veil. Ornaments -
pearls and diamonds. Orders- Victoria and Albert, St. Catherine of Russia, the 
Crown of India, St. John of Jerusalem, and the Danish Family Order.’ (p12) 
 
March 18 1885 – Afternoon Drawing Room at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of black tulle 
embroidered in jet, looped with a large cluster of shaded mauve clematis; train of 
black gros de Sicile and satin brocade trimmed with jet; corsage to correspond. 
Head-dress, a tiara of diamonds, feathers and veil. Ornaments- diamonds. 
Orders-Victoria and Albert, the Crown of India, St. Catherine of Russia, St. John 
of Jerusalem, the Order of the Red Cross, and the Danish Family Order.’ (p8) 
 
April 9 1885 – State Visit to Ireland – Drawing Room and Levee held in Dublin. 
‘The Princess of Wales wore a dress of bronze velvet draped in gold embroidery 
embossed with shamrocks. Her head-dress and tiara were of diamonds. The 
orders she wore were the Victoria and Albert, the Crown of India, St. Catherine of 
Russia, St. John of Jerusalem, the order of the Red Cross, and the Danish 
Family Order.’ (p12) 
 
April 12 1885 – State Visit to Ireland.  Dublin State Ball. 
‘The Princess of Wales wore a dress of cream satin duchesse trimmed with gold 
and silver embroidery, veiled in lisse embroidered with gold and silver 
shamrocks; her headdress was a tiara of diamond ornaments, and she wore as 
Orders the Victoria and Albert, the Crown of India, St. Catherine of Russia, the 
Order of the Red Cross, and the Danish Family Order.’ (p6) 
 
April 22 1885 – State Visit to Ireland – Citizen’s Ball Dublin. 
‘Her Royal Highness the Princess of Wales wore a dress of green velvet over a 
jupe of pale green satin and silver gauze, draped with Irish lace, fastened with 
bouquets of shamrock and lilies of the valley ; corsage to correspond ; 
headdress- a tiara of diamonds; ornaments-emeralds, pearls, and diamonds; 
orders-Victoria and Albert, the Crown of India, St. Catherine of Russia, the Order 
of the Red Cross, and the Danish family order.’ (p6) 
 
May 4 1885 – the Opening of the International Inventions and Music Exhibition 
‘The Princess of Wales wore a dress and bonnet of two shades of brown, the 
warmer tint of the tight-fitting jacket being brightened by small spots of gold 
chenille. A yellow rose was the sole ornament on a costume which was charming 
in its effect.’ (p11) 
 
May 13 1885 – Afternoon Drawing Room at Buckingham Palace. 	 ﾠ
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‘Her Royal Highness the Princess of Wales wore a dress and train of crimson 
brocade and satin, trimmed with the finest point d'Alencon, and looped with 
bunches of strawberry blossom and fruit ; corsage to correspond. Head-dress-a 
tiara of diamond stars, feather, and veil. Ornaments-pearls and diamonds. 
Orders-Victoria and Albert, the Crown of India, St. Catherine of Russia, St. John 
of Jerusalem, the Order of the Red Cross, and the Danish Family Order.’ (p6) 
 
May 18 1885 – Afternoon Drawing Room at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of rich yellow satin and 
silver brocade, draped with silver lace; corsage to correspond, made by Mrs. 
Sims, of Dublin. Train of gold Indian gauze, embroidered in silver. Head dress- a 
tiara of diamonds, feathers, and veil. Ornaments-diamonds and sapphires. 
Orders-Victoria and Albert, the Crown of India, St. Catherine of Russia, St. John 
of Jerusalem, the Order of the Red C:ross, and the Danish Family Order.’ (p11) 
 
June 2 1885 – State Concert at Buckingham Palace. 
‘ Her Royal Highness the Princess of Wales wore a dress of crimson satin, 
embroidered in orange blossom and trimmed with fine Brussels lace; corsage to 
correspond. Bead-dress, a tiara of diamonds. Ornaments, pearls and diamonds. 
Orders, Victoria and Albert, the Crown of India, St. Catherine of Russia, St. John 
of Jerusalem, the Order of the Royal Red Cross and the Danish Family Order.’ 
(p6) 
 
June 12 1885 – State Ball at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of yellow satin 
embroidered in silver and draped in silver lace; corsage to correspond. 
:Headdress -A. tiara of diamonds. Ornaments. -Pearls and diamonds. Orders.-
Victoria and Albert, the Crown of India, St. Catherine of Russia, the Royal Red 
Cross, and the Danish Family Order.’ (p8) 
 
June 26 1885 – State Ball at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of cream satin 
duchesse, embroidered in silver and veiled in crape lisse, corsage to correspond; 
head dress, a tiara of diamonds; ornaments, pearl and diamonds; orders, Victoria 
and Albert the Crown of India, St. Catherine of Russia, and the Danish Family 
order.’ (p8) 
 
July 3 1885 – State Concert at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of myrtle green Lyons 
velvet and eau de nil satin duchesse, trimmed with silver tissue and Irish lace; 
corsage with stomacher of tissue and lace to correspond; headdress, a tiara of 
diamonds; ornaments, emeralds, pearls, and diamonds; orders, Victoria and 
Albert, the Crown of India, St. Catherine of Russia, and the Danish Family Order.’ 
(p7) 
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October 22 1885 – Evening Reception Prior to the Marriage of Prince Waldemar, 
Paris. 
‘The Princess of Wales wore a red velvet dress.’ (p5) 
 
1886 
 
May 5 1886 – Afternoon Drawing Room at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a train of pale blue velvet, lined 
in satin, over a jupe of pale blue crepe, looped with ostrich plumes of the same 
shade. Corsage in velvet to correspond. Headdress.-A tiara of diamond stars, 
feathers, and veil. Ornaments.-Pearls and diamonds. Orders.-Victoria and Albert, 
the Crown of India, St. Catherine of Russia, St. John of Jerusalem, the Royal 
Red Cress, and the Danish Family Order.’ (p8) 
 
May 20 1886 – Afternoon Drawing Room at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a train of cream crepe do Chine 
handsomely embroidered in various shades of flowers lined and bordered with 
lilac satin, festooned with branches of lilac and coral roses, and a petticoat of lilac 
Terry velvet, trimmed with tulle, and looped with the same lovely flowers. 
Corsage to correspond. Head dress-a tiara of diamonds, feathers, and veil. 
Ornaments-diamonds. Orders-Victoria and Albert, the Crown of India, St. 
Catherine of Russia, St. John of Jerusalem, the Royal Red Cross, and the 
Danish family Order.’ (p11) 
 
June 2 1886 – State Ball at Buckingham Palace. 
‘Her Royal Highness the Princes; of Wales wore a dress of mauve terry velvet 
and tulle, intermixed with silver -and looped 'with bouquets of mauve lilac and 
pink roses. Corsage 'to 'correspond. Head dress.-A tiara of diamonds.' 
Ornaments.- Pearls and- diamonds.: Orders.-Victoria -and Albert, the Crown of 
India, St. Catherine 'of Russia,' and the Danish family order.’ (p5) 
 
June 10 1886 – Cup Day at Ascot. 
‘The Princess of Wales herself wore a dark purple bodice of velvet, with narrow 
white plastron and a skirt of black silk and velvet, and her three daughters were 
all attired in white.’ (p11) 
 
June 23 1886 – State Concert at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of black Ottoman silk 
and tulle, richly trimmed with jet embroidery, corsage to correspond. Head-dress, 
a tiara of diamonds. Ornaments, diamonds. Orders-Victoria and Albert, the 
Crown of India, St. Catherine of Russia, and the Danish Family Order.’ (p6) 
 
June 30 1886 – State Concert at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of black poult-de-soie, 
veiled in jet embroidered tulle, looped with a bouquet of real shaded carnations. 
Corsage to correspond. Head- dress-a tiara of diamond stars. Ornaments- pearls 	 ﾠ
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and diamonds. Orders-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, and the Danish Family Order.’ (p10) 
 
July 9 1886 – State Ball at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a corsage of white and silver 
brocade over a jupe of white poult de soir, veiled in white and silver tulle, and 
looped with bunches of white ostrich feathers. Head dress.-A tiara of diamonds. 
Ornaments.-Pearls and diamonds. Orders.- Victoria and Albert, the Crown of 
India, St. Catherine of Russia, and the Danish Family Order.’ (p7) 
 
1887 
 
March 3 1887 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of silver gray and silver 
brocade, with draperies of the brocade and crape embroidered in silver looped 
with gray and silver marabouts, train of brocade lined with satin duchesse and 
bordered with silver fringe and marabouts, corsage to correspond; headdress, a 
tiara of diamonds, feathers, and veil; ornaments, pearls and diamonds; orders, 
Victoria and Albert the Crown of India, St. Catherine of Russia, and the Danish 
Family Order.’ (p10) 
 
March 18 1887 – Afternoon Drawing Room at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of red embroidered 
satin, veiled in fine point do Gaze and looped with bunches of poppies, train of 
the embroidered satin and draped with the same beautiful lace, corsage to 
correspond. Headdress, a tiara of diamonds, feathers, and veil. Ornaments, 
opals and diamonds. Orders, Victoria and Albert, the Crown of India, St. 
Catharine of Russia, St. John of Jerusalem, the Order of the Royal Red Cross, 
and the Danish family Order.’ (p10) 
 
May 10 1887 – Afternoon Drawing Room at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of reseda Lvons velvet 
and handsome reseda and gold brocade, draped with a volant of fine Irish lace 
and looped with bunches of shaded anemones and leaves ; corsage and train to 
correspond. Headdress, a tiara of diamonds feathers, and veil. Ornaments, 
diamonds and pearls. Orders, Victoria and Albert. the Crown of India, St. 
Catherine of Russia. St. John of Jerusalem, the Order of the Royal Red Cross, 
and the Danish Family Order.’ (p12) 
 
May 17 1887 – State Ball at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of pale gray satin and 
silver brocade, veiled in crepe and looped with marabout feathers. Corsage to 
correspond. Headdress, a tiara of diamonds. Ornaments-pearls and diamonds. 
Orders-Victoria and Albert, the Crown of India, St. Catherine of Russia, and the 
Danish Family Order.’ (p12) 
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May 18 1887 – Afternoon Drawing Room at Buckingham Palace held by 
Alexandra on behalf of the Queen 
‘ Her Royal Highness the Princess of Wales wore a dress of gold satin and silver 
brocade, trimmed silver, with corsage to correspond, and train of exquisite 
Oriental embroidered gauze, lined in gold satin. Headdress-a tiara of diamond 
stars. Ornaments-pearls and diamonds. Orders- Victoria and Albert, the Crown of 
India, St. Catherine of Russia, St. John of Jerusalem, the Order of the Royal Red 
Cross, and the Danish Family Order.’ (p6) 
 
June 3 1887 – State Concert at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of mignonette and gold 
brocade and Lyons velvet of a darker shade, trimmed with gold fringe and 
bouquets of shaded crimson :flowers. Corsage to correspond. Headdress-a tiara 
of diamonds. Ornaments-diamonds. Orders-Victoria' and Albert, the Crown of 
India, St. Catherine of Russia, and the Danish Family Order.’ (p7) 
 
July 6 1887 – State Ball at Buckingham Palace. 
‘Her Royal-Highness the Princess of Wales wore a dress of mais brocade, 
draped with silver lace, corsage to correspond. Head-dress-a tiara of diamonds. 
Ornaments-pearls and diamonds. Orders-Victoria-and Albert, the Crown of India, 
St. Catherine of Russia, the jubilee medal, and the Danish Family Order.’ (p9) 
 
July 15 1887 – State Concert at Buckingham Palace. 
‘Her Royal Highness the Princess of Wales wore a dress of red and gold brocade 
draped with red satin, and beaded embroidery corsage to correspond, 
Headdress, tiara of diamond stars; ornaments, pearls and diamonds ; orders, 
Victoria and Albert, the Crown of India St. Catherine of Rus8ia, the 
Commemoration jubilee Medal, And the Danish Family Order.’ (p7) 
 
1888 
 
February 24 1888 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales -wore a train of a lovely shade of 
mignonette and gold brocade, lined gold satin, over a dress of a darker shade of 
Lyons velvet and brocade, with volante of beautiful Irish point lace, looped with 
plumes of feathers and bows of gold riband ; corsage to correspond. Headdress - 
a tiara of diamonds, feathers and veil. Ornaments - pearls, emeralds, and 
diamonds. Orders-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, the Jubilee Commemoration Medal, and the Danish Family Order.’ 
(p10a)  
 
March 24 1888 – Drawing Room at Buckingham Palace given by Alexandra in 
absence of Queen Victoria 
‘Her Royal Highness the Princess of Wales wore a dress of black gros de Sicile 
and tulle, trimmed handsomely with volante of fine jet embroidery, corsage to 
correspond ; train of exquisite black and gold brocade-lined satin merveilleux and 	 ﾠ
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embroidered with gold and jetted Galore. Her Royal Highness also wore the tiara 
of diamonds and brooch (given by the ladies on the occasion of the silver 
wedding), feathers and veil. Ornaments-Diamond butterfly (given by the 
members of the Grand Lodge of Freemasons), diamond necklace, and other 
diamond ornaments. Orders-Victoria and Albert, the Crown of India, St. 
Catherine of Russia, St. John of Jerusalem, the Order of the Royal Red Cross, 
the Jubilee Commemoration Medal, and the Danish Family Order.’ (p8a) 
 
May 8 1888 – Opening of the Glasgow Exhibition 
‘The Princess of Wales looked remarkably well, and bowed to several friends 
whom she recognized in the hall. She wore a pale silver-gray brocaded silk 
dress, with seed-pearl trimming, and a gray tulle bonnet, with white flowers.’ 
(p5e) 
 
May 16 1888 – Afternoon Drawing Room at Buckingham Palace held by 
Alexandra on behalf of the Queen. 
 ‘Her Royal Highness the Princess of Wales wore a dress of the most exquisite 
white and silver brocade, trimmed volant of lovely silver lace looped with plumes 
of white ostrich feathers, corsage to correspond; train of the same lovely 
brocade, lined faille, bordered on one side with a deep volant of finest Brussels 
lace, and plumes of ostrich feathers, and rouleau of satin fastened with feathers 
and silver braids on the other side. Headdress –A tiara of diamonds, feathers, 
and veil ornaments, diamonds given by the ladies, diamond butterfly, brooch 
from the Free- masons, and diamond bee, given by the Mayoress of Blackburn, 
and pearls. Orders.-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, St. John of Jerusalem, the Jubilee Commemoration medal, the Order of 
Royal Red Cross, and the Danish Family Order.’ (p12a) 
 
June 2 1888 – Queen’s Birthday Parade 
‘The first [carriage] contains the Princess of Wales, looking almost absurdly 
young, and her three daughters.’ (p11f) 
 
June 6 1888 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of pale blue striped 
satin embroidered in silver, draped with silver lace and looped with bunches of 
pale blue ostrich plumes; corsage to correspond. Headdress-The tiara of 
diamonds given by the ladies. Ornaments- Pearls and Diamonds, the diamond 
butterfly brooch and diamond bee. Orders.-Victoria and Albert, the Crown of 
India, St. Catherine of Russia, the Jubilee Commemoration Medal, and the 
Danish Family Order.’ (p9e) 
 
1889 
 
February 26 1889 – Afternoon Drawing Room at Buckingham Palace 
‘ Her Royal Highness the Princess of Wales wore a dress of black tulle veiled in 
jetted tulle and trimmed handsomely with volants of Jetted embroidery; corsage 	 ﾠ
	 ﾠ 	 ﾠ 424	 ﾠ
of black faille, trimmed to correspond; train of rich black ray moiré and satin, 
trimmed jetted embroidery and plumes of black ostrich feathers ; headdress a 
tiara of diamonds, feathers, and veil ; ornaments, pearls and diamonds. Orders 
Victoria and Albert, the Crown of India, St. Catherine of Russia, St. John of 
Jerusalem, the Jubilee Commemoration Medal, and the Danish Family Order.’ 
(p9d) 
 
May 3 1889 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a train of rich black moire, 
trimmed with jet and black feathers, jupe of tulle over faille, embroidered in jet. 
Corsage of black faille trimmed to correspond. Headdress, a tiara of diamonds, 
feathers, and veil ; ornaments, pearls and diamonds ; Orders, Victoria and Albert, 
the Crown of India, St. Catherine of Russia, St. John of Jerusalem, the Jubilee 
Commemoration Medal, and the Danish Family Order.’ (p9d) 
 
May 14 1889 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of fine jetted net draped 
over silk, the corsage being of black corded silk, trimmed jet and lace, train of 
black moire antique, trimmed jet and lace to correspond. Headdress, a tiara of 
pearls and diamonds. Pearl necklace, and diamond and pearl brooches. Orders, 
Victoria and Albert, the Crown of India, St. Catherine of Russia, St. John of 
Jerusalem, the Jubilee Commemoration Medal, and the Danish Family Order.’ 
(p12a) 
 
May 27 1889 – State Ball at Buckingham Palace (Queen Absent) 
‘Her Royal Highness the Princess of Wales wore a dress of rich black Sicilian 
and jetted tulle. Corsage of the black Sicilian trimmed with - handsome jet 
trimming over a jupe of fine jetted tulle draped over faille. Headdess.-The tiara of 
diamonds given by the ladies on the occasion of the Silver Wedding. 
Ornaments.-Diamonds. Orders.-Victoria and Albert, the Crown of India, St. 
Catherine of Russia, St. John of Jerusalem, the Jubilee Commemoration Medal, 
and the Danish Family Order.’ (p9f) 
 
May 29 1889 – Afternoon Drawing Room at Buckingham Palace held by Princess 
of Wales in absence of the Queen 
‘ Her Royal Highness the Princess of Wales wore a dress of rich black duchesse 
satin, veiled in black tulle, and trimmed with bands of silver and opal embroidery, 
train of black duchesse satin, richly embroidered in silver, edged with black and 
silver cord, and lined with silver gray satin, corsage to correspond, made by Mrs. 
Sims, of Dublin. Headdress, a tiara of sapphires and diamonds, feathers and veil. 
Ornaments, sapphires and diamonds. Orders, Victoria and Albert, the Crown of 
India, St. Catherine of Russia, St. John of Jerusalem, the Jubilee 
Commemoration Medal, and the Danish Family Order.’ (p11a) 
 
May 31 1889 – State Concert at Buckingham Palace (Queen absent) 	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‘ Her Royal Highness the Princess of Wales wore a dress of black satin and 
moire antique stripe, trimmed panels of tinsel jet embroidery with side trimming of 
Brussels tulle dotted over with jet tassels. Corsage to correspond. Head- dress-a 
tiara of pearls and diamonds.- Ornaments-pearls and diamonds. Orders-Victoria 
and Albert, the Crown of India, St. Catherine of Russia, St. John of Jerusalem, 
the Jubilee Commemoration Medal, and the Danish Family Order.’ (p9b) 
 
June 20 1889 – Cup Day at Ascot 
‘The Princess of Wales wore a dress of white silk, with gold applique work, and 
her three daughters were also dressed in white.’ (p10a) 
 
June 28 1889 – State Concert at Buckingham Palace (Queen absent) 
‘Her Royal Highness the Princess of Wales wore a dress of pale blue satin, richly 
embroidered with gold. Corsage to correspond. Head-dress- A tiara of sapphires 
and diamonds. Ornaments -Sapphires and diamonds. Orders.-Victoria and 
Albert, the Crown of India, St. Catherine of Russia, St. John of Jerusalem, the 
Jubilee Commemoration Medal, and the Danish Family Order.’ (p13e) 
 
 
July 3 1889 – Guildhall Reception for the Shah of Persia 
‘The Lord Mayor escorted to her seat her Royal Highness the Princess of Wales, 
who was dressed in white satin, embroidered with gold, and wore a bonnet 
trimmed with pink roses.’ (p11a) 
 
July 3 1889 – State Ball at Buckingham Palace (Queen absent) 
‘Her Royal Highness the Princess of Wales wore a dress of the most exquisite 
white and silver brocade, trimmed volants of the finest silver embroidery. 
Corsage of the same body brocade, trimmed embroidery to correspond. 
Headdress, a tiara of pearls and diamonds. Ornaments, pearls and diamonds. 
Orders-Victoria and Albert, the Crown of India, the Star of Persia, St. John of 
Jerusalem, the Jubilee Commemoration Medal, and the Danish Family Order.’ 
(p9e) 
 
July 7 1889 – Shah of Persia visits Crystal Palace 
‘ The Princess wore a dress of very pale blue.’ (p8a) 
 
July 15 1889 – Royal Botanic Society Parade, Regents Park 
‘The Princess of Wales wore a biscuit dress with a greeny sheen in its folds, 
bordered by velvet striped in green and bronze. Her bonnet was a small one of 
golden gauze with an edge of heartsease and black strings. She carried a posy 
of dark crimson roses, and afterwards accepted another bouquet.’ (p8c) 
 
July 27 1889 – Wedding of Princess Louise of Wales 
‘The Princess of Wales, who looked so instinct with the spirit of youth that it was 
difficult to realize that she was the mother of the Princess about to be led to the 
altar, wore a dress of a delicate tint of silver gray.’ (p10b) 	 ﾠ
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August 2 1889 – Goodwood Races 
‘The Princess of Wales, in mourning for her aunt, a sister of the Queen of 
Denmark, wore a dove-coloured silk, with cream embroidered front.’ (p5c) 
 
1890 
 
March 5 1890 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of a rich shade of olive-
green Lyons velvet, trimmed with magnificent Irish lace and plumes of ostrich 
feathers, over an inner petticoat of exquisite olive and gold brocade, corsage to 
correspond trimmed in the same lace ; train of the brocade edged with gold fringe 
and plumes of ostrich feathers. Head-dress-the diamond tiara given by the 
ladies, feathers, and veil. Ornaments-diamonds and pearls. Orders-Victoria and 
Albert, the Crown of India, St. Catharine of Russia, St.John of Jerusalem, and the 
Danish Family Order.’ (p10a) 
 
March 14 1890 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of chestnut brown 
Lyons velvet and beautiful gold embroidered gauze, tastefully arranged over a 
petticoat of brown feather trimming, corsage to correspond. Train of the gold 
embroidered gauze, lined gold satin and bordered with brown feather trimming. 
Headdress-a tiara of diamonds, feathers and veil. Indian ornaments of .pearls, 
emeralds, and diamonds. Orders- Victoria and Albert, the Crown of India, St. 
Catherine of Russia; St. John of Jerusalem, the Order of the Royal Red Cross, 
and the Danish Family Order.’ (p13a) 
 
May 9 1890 – Afternoon Drawing Room at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of an exquisite shade of 
poppy- coloured brocade, trimmed volante of magnificent Brussels point, looped 
with bunches of poppies; corsage to correspond; train of the same brocade, lined 
satin of the same shade. Head-dress a tiara of diamonds, feather, and veil. 
Ornaments- pearls and diamonds. Orders-Victoria and Albert, the Crown of India, 
St. Catherine of Russia, St. John of Jerusalem, and the Danish Family 
Order.’ (p14a) 
 
May 16 1890 – Afternoon Drawing Room at Buckingham Palace held by 
Alexandra on behalf of the Queen 
‘Her Royal Highness the Princess of Wales wore a dress of white satin, veiled 
with fine Brussels lace ;.train of white and silver brocade, edged with fine 
Brussels lace and plume of ostrich feathers. Headdress-tiara of diamonds, 
feathers and veil. Ornaments-diamonds. Orders-Victoria and Albert, Crown of 
India, Jubilee Commemoration Medal, St. Catharine of Russia, and Danish 
Family Order.’ (p15a) 
 
May 20 1890 – State Ball at Buckingham Palace 	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‘Her Royal Highness the Princess of Wales wore a dress of magnificent white 
and silver brocade trimmed in silver embroidery and silver flounces. Corsage of 
the same brocade, trimmed lace and flowers to correspond. Headdress, tiara of 
diamonds; ornaments, pearls and diamonds; Orders, Victoria and Albert, Crown 
of India, St. Catherine of Russia, St. John of Jerusalem, and the Danish Family 
Order.’ (p10a) 
 
June 13 1890 – State Concert at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of red satin and gold 
brocade. Headdress -a tiara of sapphires and diamonds. Ornaments -sapphires, 
pearls, and diamonds. Orders- Victoria and Albert, the Crown of India, St. 
Catherine of Russia, the Jubilee Commemoration Medal, and the Danish Family 
Order.’ (p14a) 
 
June 17 1890 – Ascot Meeting 
‘ and it may be mentioned that the Princess of Wales wore a gray dress with gold 
embroidery and black bonnet, that the young Princesses wore coloured foulard, 
that the Princess Christian was in drab, and the Duchess of Edinburgh was in 
black.’ (p10a) 
 
June 23 1890 – Review of Troops in Windsor Great Park 
‘The Princess of Wales wore an open light- brown riding jacket, black skirt, and 
round hat ; and her daughters were similarly attired.’ (p8d) 
 
June 25 1890 – State Concert at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of pale blue and gold 
brocade, draped with flounces of gold embroidery. Corsage to correspond. 
Headdress-the tiara of diamonds given by the Ladies. Ornaments-pearls and 
diamonds. Orders-Victoria and Albert, the Crown of India, St. Catherine of 
Russia, St. John of Jerusalem, the Jubilee Commemoration Medal, and the 
Danish Family Order.’ (p10a) 
 
July 4 1890 – State Ball at Buckingham Palace 
‘Her Royal Highness the Princess of Wales wore a dress of mauve satin draped 
with mauve crepe and bunches of lilac; corsage to correspond. Headdress-a tiara 
of diamonds, given by the ladies. Ornaments-pearls and diamonds. Orders -
Victoria and Albert, the Crown of India, St. Catherine of Russia, and the Danish 
Family Order.’ (p12a) 
 
July 13 1890 – Bisley Meeting of the National Rifle Association 
‘The Princess wore a dress of dark purple richly embroidered with flowers, and 
her daughters were dressed in fawn-coloured material.’ (p7a) 
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 ﾠhttp://paperspast.natlib.govt.nz/cgi-ﾭ‐
bin/paperspast?a=d&d=WT18841018.2.43&l=mi&e=.	 ﾠ	 ﾠAccessed	 ﾠon	 ﾠ23.4.13.	 ﾠ
•  Kew	 ﾠFoot	 ﾠRoad	 ﾠand	 ﾠSheendale	 ﾠRoad	 ﾠConservation	 ﾠArea	 ﾠStudies’,	 ﾠLondon	 ﾠBorough	 ﾠof	 ﾠ
Richmond	 ﾠUpon	 ﾠThames,	 ﾠ2004,	 ﾠwww.richmond.gov.uk	 ﾠaccessed	 ﾠon	 ﾠ24.4.12	 ﾠ
•  Sheppard	 ﾠF.H.W	 ﾠ(Ed),	 ﾠ‘Survey	 ﾠof	 ﾠLondon,	 ﾠVolume	 ﾠ26,	 ﾠLambeth,	 ﾠSouthern	 ﾠArea’,	 ﾠEnglish	 ﾠ
Heritage,	 ﾠLondon,	 ﾠ1956,	 ﾠonline	 ﾠversion	 ﾠat	 ﾠhttp://www.british-ﾭ‐
history.ac.uk/report.aspx?compid=49761#n138,	 ﾠaccessed	 ﾠ24.4.12.	 ﾠ
•  Look	 ﾠBack	 ﾠfor	 ﾠInspiration’,	 ﾠnewsreel	 ﾠfootage,	 ﾠ1951,	 ﾠBritish	 ﾠPathé,	 ﾠfilm	 ﾠID	 ﾠ1475.27,	 ﾠcanister	 ﾠ
51/77,	 ﾠhttp://www.britishpathe.com/video/look-ﾭ‐back-ﾭ‐for-ﾭ‐
inspiration/query/Queen+Alexandra	 ﾠaccessed	 ﾠ23.10.2010	 ﾠ
•  See	 ﾠ‘London’	 ﾠnewsreel	 ﾠfootage,	 ﾠ1930-ﾭ‐1939,	 ﾠBritish	 ﾠPathé,	 ﾠfilm	 ﾠID	 ﾠ1881.14,	 ﾠ
http://www.britishpathe.com/video/london-ﾭ‐1/query/Roman	 ﾠaccessed	 ﾠ24.4.13	 ﾠ
•  See	 ﾠhttp://www.jackhylton.com	 ﾠthe	 ﾠofficial	 ﾠorganization	 ﾠof	 ﾠJack	 ﾠHylton	 ﾠand	 ﾠhis	 ﾠcareer	 ﾠfor	 ﾠ
biographical	 ﾠinformation.	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Museum/exhibition	 ﾠsources	 ﾠ
•  Night	 ﾠ&	 ﾠDay,	 ﾠThe	 ﾠFashion	 ﾠand	 ﾠTextile	 ﾠGallery	 ﾠin	 ﾠThe	 ﾠMuseum	 ﾠat	 ﾠFIT,	 ﾠNew	 ﾠYork,	 ﾠDecember	 ﾠ3	 ﾠ
2009-ﾭ‐May	 ﾠ11	 ﾠ2010	 ﾠ
•  Sorkin	 ﾠM,	 ﾠNight	 ﾠ&	 ﾠDay,	 ﾠbrochure	 ﾠto	 ﾠaccompany	 ﾠexhibition.	 ﾠ
•  Accession	 ﾠcard	 ﾠnote	 ﾠfor	 ﾠobject	 ﾠBATMC	 ﾠ1.17.11,	 ﾠFashion	 ﾠMuseum,	 ﾠBath	 ﾠ
•  Record	 ﾠcard,	 ﾠNational	 ﾠMuseums	 ﾠLiverpool,	 ﾠAccession	 ﾠNo.	 ﾠ54.48.1	 ﾠ
•  Conservation	 ﾠRecord,	 ﾠNational	 ﾠMuseums	 ﾠLiverpool,	 ﾠAccession	 ﾠNo.	 ﾠ54.48.1	 ﾠ
•  Dressing	 ﾠUp,	 ﾠDressing	 ﾠDown,	 ﾠThe	 ﾠNational	 ﾠTrust,	 ﾠKillerton	 ﾠHouse,	 ﾠDevon,	 ﾠFebruary	 ﾠ–	 ﾠOctober	 ﾠ
2011.	 ﾠ
 
 